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'
PREFACE AND ACKNOWLEDGEMENTS

Though the body of this work comprises a certain amount of research and what for me
has become a substantial amount of artistic production, it by no means represents the sum total
of my learning or awareness acquired through my graduate school experience. Instead I have
come to view the entire experience as a journey and as a necessary step in the development of
memory. This journey, which was often characterized by transitions, is now realized on broader
and ever expanding levels of understandings.
Memory, as a function of the mind, like so many things, is developed and derived in the
context of time. Much of my work, though borrowed from memories of the past, has come to
serve as a conduit, exploring memories from the future . This journey, that leaps forward into
time, is for me, the appropriation of transcendence.
Mystical language usually surrounds "transcendent concepts" but I do not feel its
comprehension has to be complex. Recently I asked my younger brother how he was able to "get
over" a very difficult time in his life where a five year romance had concluded somewhat
unhappily. He responded simply that he began to see himself five years from now when all of
his misery was just a faint memory. Immediately I recalled countless job interviews where I
thought it strange at the time that prospective employers would ask, where I see myself in five
years. If these are the tools of an imaginative mind then they should surely be explored for it is
obvious that they have the power to transforms uncertainty into certainty and even an abyss of
despair into a mountain top of hope and triumph. In a bygone era we might have called these
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tools, faith and prophesy. Nevertheless, I am very comfortable in referring to this simply as an
example of transcendence.
However, ultimately even this method of understanding was confining and my own
journey demanded a perspective outside the boundaries of time itself. The visual recreations of
these memories are identified and solidified not merely in the products I call "art", but more
precisely, and perhaps, more importantly, in the process of production. For it is here that I would
often work intently, painting or drawing for hours, and lose all track of time. It has been so easy
for me to become so absorbed with production that even the needs of bodily functions become
suspended. Sleep and nourishment would sit far from the drama as the rising and setting of the
sun are cast into oblivion. The process itself becomes timeless and I would become suspended
and lost in a rapturous melody that here words cannot adequately describe. This phenomenon of
timelessness is not only powerful but addictive as well. I am thoroughly hooked.

In an attempt to explore this process and the products that result, I humbly dedicate this
paper to those who have accompanied me on my journey thus far. Particular thanks are given
the RIT faculty without whose efforts this exploration could not have been possible. I would
also like to thank members of my family who provided unconditional acceptance and
encouragement. Thank you for sharing in my journey.
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A. Thesis Statement

Everything known to mankind is somehow related to nature or the natural order of things.
The display of images attached to contemporary issues or personal dramas only has relevance
when ultimately related to nature. Nature displays itself but its visual representation has often
been assumed by the artist. In painting, the artist has the capacity to enable both producer and
viewer to comprehend three dimensional images on a two dimensional surface. Consequently, it
is said to provoke a mental leap or transcendence of understanding, allowing awareness of
another time or location not only in the end product but in the process of production as well. It
is perhaps for this reason that both product and process are referred to as "painting."
Ideally, both the product and process provide a place of escape, a respite, a harbor where
the artist or viewer can lose him or herself and yet not feel threatened by the natural (or
unnatural). This is frequently accomplished with the rendering of nature. The significance of
nature cannot be overestimated.

Individuality as well as community are understood and

perceived through nature. It is from nature, in fact, that we derive the concept of natural rights.
These "natural rights" are commonly misperceived and aligned with Locke's definition of
financial freedom or property ownership but are more appropriately understood in the context of
Hebrew tradition where "birth-right" equates to spiritual freedom or creativity. The former
refers to a conquest of the natural order and is based on human law while the latter, a
cooperation with and transcendence of the natural order and presumes a basis in eternal or
infinite law.
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The attempt to conquer, or more precisely, harness nature is also critical to understanding
the natural order - what it was and what claims to have taken its place. The corporate structure
has evolved into a tool primarily responsible for the attempted abrogation of nature, signaling the
dissolution of natural rights as well as the artist who represents nature. Hence, it should not be
surprising that the artist who paints is expected to render alternate subjects in a much different
fashion, and in fact, cease from painting altogether. The invention of photography in the last
century merely signaled the initial phase of the destruction of the artist mythos, now superceded
by the "age of information" that heralds the computer wizard as the new genius of society. As a
result, the artist is now perceived by many as merely a crafts-person who can be employed or
commissioned and whose worth is determined by the 'nouveau genius'. The artist's function in a
post-modem world is thereby reduced to an enabler of the capitalist in an attempt to present a
wholesome facade. Moreover, the work of the romantic artist is now frequently featured on the
walls or in the courtyards of corporations to make money barons appear sensitive to the needs of
the individual, to nature and to natural rights.
The activity associated with dismantling the planet's resources does not diminish the
progress of nature or its human voice, the artist. In the past, technological advancements have
attempted to assault and limit the process of nature, as evidenced by the rise of great civilizations
that are now only remembered by the eroding fragments of their visual artwork. Despite the
demands for the co-optation of art that implies the triumph over nature, there remains the artist
that feels compelled to represent nature in its simplicity or splendor. Often unknowingly, this
artist declares the ultimate triumph of nature, not because it references some random process
that engulfs all invaders, like disease or death, but because it represents authority over all other
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forms and processes. Furthermore, without an appreciation or investigation into the natural
realm there can be no spiritual perception. Though the age of reason has produced the so-called
Enlightenment, the scientific revolution, the age of technology, and now, the information age,
the dynamos of nature is uncontested with the awareness of the sublime. This awareness is more
clearly understood in the concepts of the infinite and eternal which are primarily, if not
exclusively, comprehended and communicated in the context of nature. These concepts, clearly
beyond the scope of reason and yet attainable, are only apprehended by the imaginative process,
a faculty that supercedes reason and the rational order. Thus the artist expresses a higher faculty
because imagination is the primary mechanism by which images are represented: images from
imagination.
Because nature is the final authority, it's voice is authoritative.

Commodity is not

necessary to legitimate it's existence, power or purpose for it is proven in the corridors of time
and the vast chambers of the universe. Ultimately technology's advance is inadequate to subdue
the authority of nature. Hence, technology is seen as limited and temporal. However, the human
voice of nature, spoken through the artist's imaginative process, enables both artist and viewer to
transcend the natural order (as well as the order of reason) to a higher realm - the realm of the
spirit, the invisible, the unseen. Thus the visual representation of nature is ennobling. It does
not need to speak of contemporary issues to be relevant because its relevance rests in ultimate
authority. Moreover, authority is understood only as it relates to authorship. Since the artist is
the human voice, and nature is the authority, we are prompted to inquire about the author of
nature as well as it's human voice - the artist. Perhaps transcendent experience is related to this
mquiry.
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B. Purpose and Intent

The romantic notion of transcendence has been in retreat for over a century.

It is

considered by many to be too nostalgic and sentimental to address contemporary concerns of an
industrial and technological age.

Instead, the modem era, now seen as an outgrowth of

empiricism, privileges reason and the rational order over the imaginative process espoused by
romanticists. This privilege relies heavily on facts and presupposes that man is primarily a
socio-political creature caught in a web of economic turmoil. The period of Enlightenment,
represented by writers like Locke and Rousseau, insisted on a 'political man' and his worth in
monetary terms, such that his rights are and ought to be protected (or assumed) by the state.
Additionally, postmodernism, which offers a critique of modernism, advances a discursive
dialectic without disputing the privilege of reason. Though it calls for cultural inclusion and
irony to achieve that end, it engages discourse on the basis of the rational mind and is therefore,
properly considered an outgrowth of the Enlightenment project. Thus, suppositions of both the
modem and postmodern ideologies that propose an understanding of humanity primarily in
political and economic terms relies entirely on reason to defend claims. But the facts, which are
so necessary for the rational mind, speak for themselves about a modem and postmodern world
that hinges on empiricism. The devastating effects of unmitigated empiricism are abundant: two
world wars, the atomic age and the continuing destruction of the environment by capital have
claimed the lives of millions in this century alone and raise serious questions about the wisdom
of an order dedicated to reason. The art work of this order is evident in a landscape painted
with the landfills, radioactive particles and the recent memory of concentration camps.
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Nevertheless, man continues to be portrayed by empiricists as a mass of protoplasm that is
merely responding to his need to survive. Ideas such as love or fear are considered instinctual,
the result of chemical reactions, while meanings to such ideas are attributed to a "higher stem
functioning" that rationalizes a convenient justification. The concept that man is a spiritual
being is dismissed because it cannot be proven empirically.
However, romanticism, which advances theories about transcendence, offers quite
different observations about mankind, his logics and his worth. Though often considered a
movement in art or literature that began in the eighteenth or nineteenth century, its origins can be
traced to antiquity. Instead of privileging reason above all other faculties, its premise contends
that man is primarily a spiritual being whose supreme faculty of operation is the imagination.
Man is also considered an emotional as well as rational creature who esteems truth in noble
ideas. Romanticism asserts that the intellect, when channeled or harnessed, provides a bridge
into the imaginative process that reveals the ideal. Thus man is able to transcend his somewhat
confusing existence defined by logic and emotions and comprehend his significance in the
unseen, invisible, or spiritual realm of ideas.
Transcendence encourages a view of the tangible world as a metaphor of a higher,
intangible reality that esteems human worth significantly more than mere commodity. The focus
of romanticism is not to address man as a functional creature, but to examine his capacity as a
conscious being. Nature and humanity are thought to be coded with symbols of an unseen world
that unlock man's ultimate capacity - imagination. Hence, artistic production is viewed as an
outgrowth of imagination that tends to include rational as well as emotional components. A
romantic view of artistic production is considered crucial and persuasive because it offers the
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artist or viewer the opportunity to understand the realities of the natural or visible world by
transcending to the invisible or the ideal. The order of reason that excludes emotion is not
necessarily disqualified or dismissed, but viewed as subservient to imagination.

Thus

transcendent notions of art are particularity opposed to the realism of classical expression as well
as modem ideologies and their derivatives because these only provide an explanation of man
significance in terms of economic, social or political functioning. This work argues that the
retreat of idealist/transcendent thought should be reversed; that this philosophy is valuable and
deserves reconsideration.

An analysis of modemism/postmodemism in relation to artistic

production is useful in explaining why this is necessary.
Consequently, four authors are here presented in the next two chapters as representative
voices of the modem and postmodern aesthetic. The aim is to appraise their understanding in
the light of their philosophical lineages and to consider that there are essentially two main
schools of thought concerning the aesthetic: one that primarily advocates for a reliance on reason
and the other that considers the imaginative process as the basis for artistic production. This
work is concerned with privileging the latter when defining the aesthetic and calls for a revival
of transcendent ideals.

10
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A. Western Art Practice

Initial explanations of artistic production demand an estimation of the of the value of art
as a commodity.

Highly priced and valued paintings are, to some, proof of the eternal

transcendent nature of this form of expression; to others it suggests a hoax of late capital built on
the foundation of the myth of the artist-genius.1 Precisely in the pivotal juncture of this hotly
debated issue, namely painting and its worth, lies the museum, with all of its conspicuous
charms. Because of its crucial nature, this chapter, as well as the next, will explore the museum,
the primary locus of valued paintings. Moreover, because museums largely claim to hold the
key to understanding the historical, philosophical, and market value of painting(s), their
contribution should be examined.
In her recent volume, The Politics of Display, Sharon Macdonald contends that displays
never are, and never have been, just representations of uncontestable facts.2

They always

involve culturally, socially, and politically saturated value-judgments and implications3 •
Pollock contends the "artist-genius" concept to be a re-popularized myth largely because of the Van Gogh
phenomenon. Moreover, this phenomenon, according to Pollock, was a convenient "type" for profiteers to latch on
to after his death, citing public exploits by art historians in the 1930's and 1940's that culminated in the Stone novel
and subsequent movie, "Lust for Life." She concerns herself with the way art historians have sentimentalized the Van
Gogh phenomenon and reports it to be buih on notions that have existed since the 16th century in Europe. She
quotes from Born under Saturn (1963) by R . and M. Wittkower:
On the Platonic idea of 'mania': " ... of artists as subjects to an inspired and socially dangerous form of excess
behavior, an unreasonable but creative madness which is synonymous with enthusiasm, and visionariness." ... they cite
Seneca: "there has never been great talent without a touch of madness," and Schopenhaur: "genius is nearer to
madness than average intelligence." (Pollock, Griselda, Screen Magazine, "Artist mythologies and media genius,
madness and art history," 1980, p. 69).
2
Sharon Macdonald lectures in Social Anthropology in the Department of Sociological Studies at Sheffield
University. Her publications include (as co-editor) Theorizing Museums (1996) and Reimagining Culture (1997). In
her latest publication, The Politics of Display (1998), she edits a volume that examines museums and science exhibits
in the light of cultural implications while at the same time authoring the volumes first chapter entitled, "Exhibitions of
power and powers of exhibitions." (Macdonald, Sharon, The Politics of Display. Routledge, London, New York,
}998, cover).
Macdonald, Sharon, Chapter 1, "Exhibitions of power and powers of exhibition," The Politics of Display.
Routledge, London, New York, 1998, p. 1
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Exhibitions tend to be presented to the public as scientific facts or unequivocal statements rather
than the outcome of particular processes and contexts. Likewise, Macdonald argues, exhibitions
rarely seek to explain their contents in terms of a broader social and political context but are
presented as 'glass-cased', that is, as objects to be gazed upon, admired, and understood in
relation to themselves. They are essentially self-referential. The are devoid of political and
cultural research in their presentation yet considered valid because they are the result of
extensive scientific research.
Macdonald wastes no time in asking the relevant questions. Who decides what should be
displayed? Who gets to speak in the name of art, the public or the nation? What are the
processes, interest groups and negotiations involved in constructing an exhibition? What is
ironed out or silenced? She then calls for an analysis of the museum process and promotes a
reflection of opposing views: "one with wider historical, cultural, and political rationalities. "4
Finally, Macdonald provides a schematic history of collecting and its development in an effort
to contextualize the phenomenon we call 'museum'.
She traces the craft of western collecting or modem museums to a time pre-dating the
age of discovery. These earliest collections, according to Macdonald, were largely influence by
the "wisdom of the Bible" and contained only the material that would further enhance an
appreciation for the given basis of knowledge, notably, scripture. In response to this, natural
Renaissance philosophers sought to expand this knowledge base by presenting those items that
could no longer be contained in Biblical canon. But still the aim was to maintain some degree of
control over the natural world and taking its measure. Essentially, the character of museums had

4

Macdonald, p. 4
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become encyclopedic where data could be gathered and classified, but not necessarily grouped
according to associations.
By the sixteenth century, knowledge was being cross referenced according to the external
appearance of things, but fact and fable remained intertwined.

The goal remained the

interpretation of signs -so that God's creation might be fully understood.

Not until the

seventeenth century was observation dismissed as a means of classification and replaced with
the need to compare ideas. The ambitions of a scientific order became attached to the museum
and served to immortalize museums as famous, crediting them with the center of intellectual
power. However, though myth was now excluded, sight was still privileged in an attempt to
establish proof.
Eighteenth and nineteenth century collecting is identified as even more expansive. The
effects of colonization gave way to nationalist expansion. Conquest of territories in need of
governance became the fertile ground upon which the modem state could display its raw power.
The new museums became the site of objects brought from far reaching comers of the globe,
from the colonies, in an effort to educate the public and establish the need for technological
advancements. Museums, in fact, became symbols of national identities the likes of which could
compete with each other in what was known as "universal exhibitions". The Great International
Exposition held at Crystal Palace in London in 1851 typified these identities as nations were
awarded medals and conducted ranking ceremonies like the Olympic Games.5
By the end of the nineteenth century collecting was being influenced by the European
traveler who desired to photograph or paint the places they visited with an objective clarity.
Heidegger had called to question the "certainty of representation," thus the capacity of
Macdonald, p. 9
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museological sciences demanded a new analytic if the political power base was to survive.6 An
understanding of the underlying process reflected a more accurate representation. Hence the
need for an ongoing investigation became more paramount than mere display. The role of the
museum's sanctity was then secured by its affiliation with universities as an attempt was made to
reveal these profound principles. Early twentieth century museums of art and science were able
to capitalize on this newly acquired legacy and marketed themselves as the "mediator between
the esoteric world of knowledge and the public. "7 They were the experts in public education.
Traditional obsessions with labeling gave way to less directed and multi-sensory approaches to
accommodate a transforming public.

At this point, modem museums, particularly those

dedicated to the advancement of technology, became more diversified, proposing three branches
of classification.

First, displays were grouped into categories of thematic concerns that

addressed socio-political issues. Second, the classification of poetic practices were given space
and aesthetic strategies that intended to bring pleasure were displayed.

Finally, a third

classification was designated space, providing for the rhetorical mechanisms of persuasion and
instruction.
Ultimately Macdonald brings us up to date by identifying the proliferation of museums
that speak to the public out of minority voices, clearly a descendant of early twentieth century
prototypes that appealed to a multi-sensory exhibition. Issues of "intrinsic value" and "political
correctness" are now fought as these "Culture Wars" are presented as the next chapter on the
history of wars. Have we really broken new ground where everyone's voice can be seen and
heard or has the seat of power merely adapted itself to appear "sensitive"? Macdonald does not
6

7

Macdonald, p. 11
Macdonald, p. 13
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conclude but asks the reader to examine an unbroken evolution of the museum's development
with its roots in absolutism. If diversity is mandated at the corporate level are we now supposed
to think that enlightenment has reached the top? Our national museums and their affiliates
would have us believe this to be so. However, if museums continue to view themselves in the
primary role of educating the "herd" that needs to be mobilized for the advancement of
technologies under the rubric of democratization, then we should be suspicious.
Perhaps the practice of display should be expanded even further.

Macdonald quotes

Penelope Harvey's discussion on Expo '92 (Chapter 8, The Politics of Display) and calls upon the
corporate world to give license to exhibitors to look self reflexively at the practice of display.
An effort to merely characterize the process of an exhibit's development may no longer serve a

skeptical viewing population.

Instead, an exhibit should address some of the questions

Macdonald raised at the onset of her book to gain relevance. Who decides what gets displayed?
What was the criteria used to eliminate other possibilities? Who and what is to be gained by the
exhibit? Can we know what was eliminated and why? Without clarification on these issues we
ought to be reluctant to accept what national museums call "best" or "informative". Perhaps
these citadels of public education should not be viewed as national treasures but international
disgraces?
Clearly, Macdonald esteems the value placed on paintings, a function of museum
practice that can only be characterized as dictatorial - refusing introspection or the "spot light
turned on itself." For when the museum is revealed as the facade of a repressive power, its most
valued products (paintings) are also revealed as reflections of the dominant cultural paradigm. It
is also clear that Macdonald does not proscribe a method, technique or subject material for
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painting to regain a critical negative impact or relevance. Instead she issues a warning to the
artist and purchasing public. Cultural inclusion, pluralism and/or diversity should not necessarily
be perceived as enlightenment, contemporary thinking or even 'cutting edge' since these notions
are whole-heartedly embraced by the museum and their respective sponsors. They are either
advanced by the power structure for politically or socially motivated reasons or have been
co-opted by the power structure, and hence, have lost their cultural impact. The next section of
this chapter provides an explanation for the evolution of cultural logics into contemporary
aesthetics.
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B. Cultural Art Practice

What criteria validate an authentic cultural or artistic production? What are the
different values placed on old and new creations? What moral and political
criteria justify "good" art production or collecting practice? How is a complete
collection defined? What is the proper balance between scientific analysis and
public display? Why has it seemed obvious until recently that non-western
objects should be preserved in western museums, even when this meant that no
fine specimens are visible in their country of origin? How are "antiquities,"
"curiosities," "art," "souvenirs," "monuments," and "ethno-graphic artifacts,"
distinguished - at different historical moments and in specific market conditions?
Why have many anthropological museums in recent years begun to display certain
of their objects as "masterpieces?" Why has tourist art only recently come to the
serious attention of the anthropologist. 8
To address these questions James Clifford formulates the following three arguments in
his book, The Predicament of Culture. First he exams the "art-culture system" in which the last
century's exotic objects have been contexualized and given value in the west.

Second, he

explores the notion of authenticity as it relates to the process of collecting culture. Finally,
Clifford announces the revealing moment in the appropriation of non-western works of art and
culture. This moment is portrayed in the memoirs of Claude Levi-Strauss during his wartime
years in New York City.
According to Clifford the western practice of culture collecting has its own genealogy,
emeshed in distinct European notions of temporality and order. A crucial aspect of the recent
history of the culture concept has been its alliance with "art."

Clifford quotes Raymond

Williams, author of Culture and Society, Keywords and elaborates on the historical development
of art and culture collecting. "In the eighteenth century the word art meant predominantly skill.
Cabinetmakers, criminals, and painters were each in their way artful. "Culture designated a
8

Clifford, James, The Predicament of Culture. Harvard University Press, Cambridge, Mass., London England,

1988, p. 221
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tendency toward natural growth, its uses, predominantly agricultural or personal. "9 By 1820 art
increasingly designated a special domain of creativity, spontaneity, and purity, a realm of refined
sensibility and expressive "genius." The term culture followed a parallel course, coming to
mean what was most essential, precious and most uncommon in society. Like art, culture
became a separate category. Both had emerged as .reinforcing domains of human value and
involved strategies for marking off the best and most interesting creations of man. By the early
twentieth century the definition of culture had emerged as a liberal alternative to racist
classifications and suggested a sensitivity to understanding different ways of life. A colonial
context had been expanded to include an unprecedented global interconnection. However, not
all nineteenth century definitions associated with culture collecting have been erased since
distinctions between "high" and "low" art are yet maintained in elitist circles. Nonetheless, by
mid-twentieth century the new attitude toward "primitive art" had been accepted by large
numbers of educated Europeans and Americans which suggested that exotic or archaic objects
could now be seen as valuable or high art. This notion was conferred upon the public by the
admittance of primitive art to the "fine art" museums of the west. Essentially, "art and culture,
categories for the best creations of western humans, had been extended to all the world's
people."10
Today, "cultures" are ethnographic collections according to Clifford.

He cites the

pioneering work of Margaret Mead who writes of "completing a culture" in highland New
Guinea, collecting a dispersed population and discovering its key customs. In this case it is
called "the Mountain Arapesh," which, according to Mead, is no longer possible to rediscover.11
9

10

II

Clifford, p. 233
Clifford, p. 233-235
"The experience of the (New Guinea) Melanesians becoming Christians is not worth salvaging according to
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Collecting, at least in the west, where time is generally thought to be linear and irreversible,
implies a rescue of phenomena from "inevitable historical decay or loss."12 The collection
contains what "deserves" to be kept, remembered and treasured. Artifacts and customs are saved
out of time. Anthropological collectors have typically gathered what seems "traditional" - what
by definition is opposed to modernity. 13 Hence antiquity, even if based on traditional, ongoing
tribal practice, becomes a major factor in establishing the cultural objects' authenticity.
Clifford cites from contemporary French art critic, Jean Paul Baudrillard, who further
explains time relationships to artifacts and value. Baudrillard contends that collected objects are
viewed with a structured environment that substitute their own temporality for the "real time" of
historical and productive process. This allows collections to be both "essential and imaginary,
essential in the same sense as dreams. "14 Hence, the history of collecting is concerned with
what form the capital world, specific groups, and individuals choose to preserve, value and
exchange. "Those marked off as scientific evidence and as great art - function within a ramified
system of symbols and values. "15 For example, Bronze Age pots salvaged from a Phoenician
shipwreck off the coast of Turkey, according to the New York Times, December 1984 issue,
compared a clandestine collecting for profit, while another, for scientific collecting and
knowledge.

The moral evaluations of the two salvages were sharply opposed but both

presupposed a system of value. Old objects are endowed with a sense of "depth" by their
historically minded collectors. Temporality is reified and salvaged as "original," and becomes
beautiful, and knowledgeable. 16 Cultural or artistic "authenticity" has as much to do with an
~ead." ( Clifford, p. 231)
13

14
15

Clifford, p . 231
Clifford, p. 231
Clifford, p. 221
Clifford, p. 221
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inventive present as with its past, its objectification, its preservation or revival. 17
Furthermore, authenticity in the west has long been a strategy for the deployment of the
self and culture.

Clifford quotes from C. B. Macpherson's classical analysis of "Western

Individualism" tracing the emergence of the ideal self as owner to the seventeenth century. This
contrasts sharply with the Melanesian culture where one accumulates not to hold objects as
private goods but to give them away: to redistribute.18 Only in special circumstances is the
western practice of acquiring artifacts to enhance ones' value also perceived as vulgar. He
quotes from Susan Stewart's On Longing: "The boundary between collection and fetishism is
mediated by classification and display in tension with accumulation and secrecy. "19 Stewart
illustrates with the Bambara masks that became an "ethnographic metonym" or symbol for the
entire Bambara culture.

It demonstrates Marx's account of the "fantastic objectification of

commodities." 20 Moreover, she explains the development of this phenomena.
"(In the modem western museum) an illusion of a relation between things takes
the place of a social relation. The objective world is given, not produced, and
thus historical relations of power in the work of acquisition are concealed. The
making of meaning in museum classification and display is mystified as adequate
representation. "21
Simply put, the time and order of the collection erase the concrete social labor of its making. It
is kept secret.

Hence, Stewart interprets culture collecting to be fetishistic and is only

legitimized by a classification that has been imposed by power.
To further legitimize the acquisition of culture Clifford illustrates its convergence with
"art" in 1941 by referring to the memoirs of anthropologist, Claude Levi-Strauss. While in New
16
17

18
19

20

21

Clifford, p. 222
Clifford, p. 222
Clifford, p. 218
Clifford, p. 220
Clifford, p. 220
Clifford, p. 220
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York, Levi-Strauss (a refugee from occupied France) was both bewildered and delighted by the
city's landscape of unexpected juxtapositions. Here the anthropologist and his friends, Andre
Breton, Max Ernst, Andre Masson, Georges Duthuit, Yves Tanguy and Matta, found
masterpieces of pre-Columbian, Indian, Oceanic or Japanese art stuffed in dealers' closets or
apartments.22

From Third Avenue dealer, Julius Carlebach, and the warehouse of the Bronx

Museum, Levi-Strauss and his company of refugees purchased and received on loan large
quantities of artifacts from the Northwest Coast, Melanesian and Eskimo culture.23

These

artifacts had been dismissed from scientific analysis and were viewed as "completed." In fact,
the Bronx Museum Director, George Heye, called the greatest collection of Eskimo masks
"jokes," and sold them for $38 and $54 each.24 By 1946 Max Ernst, Barnett Newman, and
several others mounted an exhibit of Northwest Coast Indian paintings at the Betty Parsons
Gallery. By moving the museum pieces across town, "the Surrealists had declassified them as
scientific specimens and reclassified them as art."25
For Levi-Strauss, the jumble of Manhattan became an intelligible overlay of past and
present, legible as a story of cultural development. It is here he began to articulate his theories
about human artistic creation that transcends location and time. While attending the celebrated
lectures by Roman Jakobson on sound and meaning, Levi-Strauss expanded the notion of
language-like productions of human culture to assert h_is own structural anthropology.26
Comparing paintings from the Indians of the Northwest Coast to the inventiveness of Picasso,
Levi-Strauss effectively suggested that the unconscious processes which underlie social life are
22
23
24
25
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primarily visual and not auditory. Here, social constructions like marriage and kinship were
viewed as grounded in a visual comprehension while language functioned for "rationalizations
and reinterpretations. "27 Although these discussions on language theory and semiotics would
ultimately come to be known as cybernetics, their immediate effects promoted tribal works for
an art world market. 28

Surrealism's subject was an international and elemental humanity,

anthropological in scope. "Within the project of probing and extending humanity's creative bent,
the two methods converged, one playing art to the other's science."29 In essence, art had become
an expression of culture and culture, an expression of art. The two had become interwoven and
even synonymous.

Western art would no longer be viewed as the pinnacle of human

achievement but would now need to be placed in the context of a global village. Relevant art
reflected humanity.
Old views of colonization and its advancement of power had given way to a new era that
viewed the world in a state of global interconnectedness. Even linear historical progression was
questioned along with those who continued to espouse that rhetoric. The celebrated national
museums and their prized halls would now be seen as reminders of national pride that dismiss
"otherness." Clifford's correlation and inquiry has provided a basis for the celebration of cultures
27
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and networks. "If kinship/marriage rules and linguistic structures could be fonnulated (across cultures) - we would
be one step closer to an understanding of the unconscious processes which underlie the various manifestations of
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collectively as we move toward a collective culture. While horizons are expanded to include all
cultures, perhaps questions should now be asked about the power vacuum that exists as a result
of diminished nation status. Does global interconnectedness merely foster a new aesthetic or
mandate one?

The next chapter examines in two sections the power structures that either

determine or influence that aesthetic.
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A. Against Artistic Production

Douglas Crimp is a professor of Cultural Studies at the University of Rochester and has
authored the book, On the Museum's Ruins. In it he identifies himself in a playful writing style
as a homosexual, and in a more serious vein, a Marxist, quoting often from Michel Foucault and
Walter Benjamin. Though his background is in photography he is a prominent national voice for
postmodern thought and relentlessly attacks the museum as an artificial contrivance that exists to
support personal interests and profit. His motivations are clear as he reveals the development of
his bias.
"It was the spector of death that finally revealed to me the limits of my conception
of postmodemism. By the time I completed the most recent essay in this
collection (This is Not a Museum of Art, written in 1988), I had become actively
involved in the grassroots movement to end the AIDS crisis. My engagement in
direct-action politics did not, however, represent a break with the position argued
in these essays. Rather it grew out of an attempt to adapt those positions to an
analysis of aesthetic responses to AIDS which in my view are divided between
two distinct trends: what Burger referred to as changes at the level of the contents
of individual works and changes in the way art functions in society. The former
trend includes traditional artworks that take AIDS as subject matter - paintings,
plays, novels, poems "about" AIDS; the latter consists of cultural participation in
activist politics, most often using agitprop graphics and documentary video. Such
work eludes the museum, not because it is never shown there but because it is
made outside the institution's compass. (Speaking of the latter), .. .is this art not
an example of the "sublation of art into the praxis of life"?30
Throughout the body of his work Crimp continues to point to the preeminent role that
photography plays in dismantling the modem aesthetic at work in the museum. Moreover, it is
clear that Crimp's background with that media has biased his view.
Nonetheless, the sub-text and, in fact, propaganda for the continuation of modem artistic
production was evidenced, according to Crimp, under the guise of its main avenue of
30
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development, the museum. "The modem epistemology of art is a function of art's seclusion in
the museum, where art was made to appear autonomous, alienated, something apart, referring
only to its own history and dynamics. "31 One consequence of the modem period, according to
Crimp, was the perpetuation of the romantic myth that featured the artist, or star performer in the
museum as the most highly specialized, and unique producer of society. That this myth obscured
the social divisions of labor was recognized early by the minimal artists. Instead of granting
prestige to the artist, the situated spectator produced the work's meaning with a self-conscious
perception of the minimal object in relation to the site of its installation. Minimal sculpture,
introduced in the 1960s, had launched an attack on the prestige of both artist and artwork. It
opposed "traditional sculpture's specialized craft and highly fetishized materials" and instead,
presented sculpture that was "industrially fabricated of ordinary materials."32
This condition of reception, in which meaning was made a function of the work's
relationship to its site of exhibition, came to be known as site specificity.33 This radicalism
proposed by the minimalists, not only displaced the artist-subject by the spectator-subject, but it
also began the displacement of the museum's long held position concerning the autonomous
nature of art. According to Crimp the basis of modem practice concerning art suggested that
objects arrive at value and have a fixed or transhistorical meaning. Regardless of their location
they are said to retain an "aesthetic and eternal value."

Here, Crimp does not distinguish

between the romantic and the modem aesthetic. Because the romantic notions of the eternal
value of art have been co-opted by the practices of modem museums, they are considered to be
fused with the modern aesthetic that support the artist myth and the "fabricated discipline of art
31
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history." The net result of this fusion is the reinforcement of the repressive systems of power
that control museums.
However, minimalist sculpture challenged the long held belief in the eternal value of art
and revealed the material system the museums sought to obscure.

"That materialist system

begins in the artist's studio and is then relocated to the commercial gallery. The fetishized
object, now purchased, arrives at the collectors home followed by the sculpture garden, the
public plaz.a, the corporate headquarters lobby, the bank, and finally the vault. "34 To corroborate
these issues Crimp quotes the minimalist sculptor, Serra:
"My works do not signify any esoteric self-referentiality. Their construction leads
you into their structure and does not refer to the artist's persona. However, as
soon as you put a work into a museum, its label points first to its author. The
visitor is asked to recognize "the hand." Whose work is it? The institution of the
museum invariably creates self-referentiality, even where its not implied. The
question, how the work functions, is not implied. "35
Among Serra's pieces, two are considered because of their immense size that defied
relocation. The first, Strike, was a single plate of hot-rolled steel, one inch thick, eight feet high,
twenty four feet long and weighed nearly three tons. It assumed its position wedged into a
comer of the Lo Giudice Gallery in New York between 1969-1971. The work represented an
exclusive reliance on industrial labor while its mere mass confirmed that the artist's studio could
not have been the site of production. "The sculpture stood where it was made, a product of the
work of others. "36
The second work, entitled Slice, was exhibited in New York at the at the Castelli Gallery
in 1980 and also resisted relocation. It was a continuous curve of steel plates measuring IO feet
high and over 124 feet long. Lodged into two comers of one of the long walls, it essentially
34
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divided the room into two noncommunicating areas. The space on the convex side of the curve
was easily identified as public, while the concave "private" interior suggested an inner space
dedicated to commerce. Crimp argues that Slice effectively demonstrated the role of capital,
and represented the insignificance of the individual on the market value of art. Quoting from
Marx, Crimp argues that:
"the real function of the state, (in this case evidenced by the standard of the
museum) ... is not the defense of the citizen in his or her true individuality but the
defense of private property - the defense, that is, precisely of the conflict between
individuals"37
Crimp considers that: "a public that has been socialized to accept the atomization of individuals
and the false dichotomy of private and public spheres of existence cannot bear to be confronted
with the reality of its situation."38
However, the application of a Marxist text to western art practice does not address the
impact of this reduction on the individual creative process. Are there other motivations that
collaborate with the individual or a community to promote creative production? Will these also
be reduced to economic terms. Because aesthetic expressions have often been used as a means
of celebrating life or escaping its difficulties, could an economic reductionist-theory repress
creativity. Crimp does not explore these implications. Nonetheless, he continues his assault on
the artist-myth by expounding on the advent of photography.
Initially employed as an instrument of art's reproduction, photography extended the
modern idealism of art to a broader discursive dimension, an imaginary museum, a history of art.
In fact, Crimp declares that art history's advance had been halted by Walter Benjamin who gave
credibility to the notion that inevitably photography would have a truly profound effect on art.
37
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Painting, according to Benjamin, had lost its all-important "aura" through mechanical
reproduction and was thus fated for inevitable extinction along with the artist myth.39
To achieve this end, namely the annihilation of painting, Crimp illustrates with
Rauschenberg, who, using photography, conspired with painting in its own destruction.
Dismissing the first decade of his career that embraced a tradition of paint and canvas,
Rauschenberg began in the 1960's to combine paint with hybrid forms of photography. His
assemblages involved the transfer of photographs and silk screen photo-prints onto canvases.
Occasionally paint was added to legitimize its place in the gallery or museum.4° Crimp cites
Raushenberg as an example of the encroachment of photography into the sacred halls of the
museum.
Though Rauschenberg's inventions appear to Crimp innovative and revolutionary, his
observations have, perhaps, overlooked the contributions of Pissaro, Degas and other
impressionists. Now routinely featured in national museums throughout the world, these artists
described, over a century ago, their involvement with photographic references and transfers.
Paint, pastel and other materials were often added to the initial photographic images and
transfers known as monotypes to produce a desired effect. 41 Here, photography's entrance into
the museum only served to enhance the artists' persona.
Nevertheless, Crimp continues that Rauschenberg's dissent was followed by the
economic recession of the mid-l 970s, thus significantly reducing museums' operating and
39
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acquisition budgets.

Crimp alleges that museums then redefined photography as "art" to

alleviate the financial crisis. An abundance of photographs were purchased, displayed and
loaned at far lower costs than the museum's stationary objects to rescue these outdated
institutions. "If photography appeared to put the museum in crisis, it appeared just in time to
remedy the disaster" 42
This seemed to be the case when, less than a decade ago, photography assumed an
altogether new role, challenging the modem standard of art, its formalism and the artist. This
critical moment in the art world was precipitated by the Mapplethorpe exhibit in Cincinnati.
Funding for the National Endowment for the Arts (NEA) was jeopardized by the famous Helmes
amendment. According to Crimp, all artistic practice until the NEA crisis had remained safely
hidden under the a text defined by modernism.
The NEA crisis drew national attention when a law, drafted by right wing senator, Jesse
Helms, was proposed in response to certain of Robert Mapplethorpe's photographs and implicitly
equated homoeroticism with obscenity and with the sexual exploitation of children.

The

compromise language of the notorious Helms amendment to the NEA/NEH appropriations bill
stated:
"None of the funds authorized to be appropriated for the National Endowment for
the Arts or National Endowment for the Humanities may be used to promote,
disseminate, or produce materials which in the judgment of the NEA/NEH may
consider obscene, including but not limited to, depictions of sadomasochism,
homo-eroticism, the sexual exploitation of children, or individuals engaged in sex
acts and which, when taken as a whole, do not have serious literary, artistic,
political or scientific value"43
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A defense was mounted largely by educators and those sympathetic to Mapplethorpe to
prevent a negative public view, and more importantly, to prevent funding reductions. Initially,
Mapplethorpe's photographs were defended on the basis of their alleged "formal qualities,"
applying the modem museum's criteria of art aesthetics. But "formal qualities" could not be
presented as a sufficiently persuasive argument that would preserve either the exhibit or the
NEA.

Content and subject had been explicitly rendered and the museum's criteria that

determined value had been challenged.
A further distortion that complicated the Cincinnati trial was voiced by Robert
Sobieszak, senior curator at the George Eastman House International Museum of Photography.
According to Sobieszak "they reveal in very strong, forceful ways a major concern of a creative
artist ... a troubled portion of his life that he was trying to come to grips with. Its that search for
meaning, not unlike Van Gogh's." What was disclaimed here was Mapplethorpe's willing and
active participation in a sexual subculture that we have no reason to believe he found "troubling"
or was "trying to come to grips with."
Finally, Crimp also quotes from Hilton Kramer, writing in the Arts and Leisure section of
the Sunday New York Times to demonstrate the absurd anomalous characterizations that the
exhibit provoked.
"What one finds in many of Mapplethorpe photographs is ... so absolute an
extreme concentration on male sexual endowments that every other attribute of
the human subject is reduced to insignificance. In these photographs, men are
rendered as nothing but sexual - which is to say, homosexual - objects."44
Crimp responds by referencing Allan Sekula's article featured in Art in America (February,
1990) entitled, "Some American Notes."
"Without denying the homosexual specificity or even the sexual objectification of
many of Mapplethorpe's photographs, I think we are nevertheless obliged to ask
44
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how it is that when a man is rendered as nothing but a sexual object, he thereby
becomes a homosexual object. Rendering the subject an object must be
exclusively and unquestionably a male prerogative, for certainly when a woman is
rendered nothing but a sexual object, we do not think of her, mutatis mutandis, as
a lesbian object. ...Kramer assumes and underwrites a law of representation in
which only a woman is properly a sexual object, the proper object of the male
subject. 't45
Crimp maintains the reason the Mapplethorpe exhibit created such a crisis is because it
did not conform to art's proscribed role sustained by the museum and its colleague, art history.
Mapplethorpe successfully challenged the elitist concept of high art by removing the
autonomous, "set apart from society" notion of art and its associated worth.
Until the NBA crisis, photography had been excluded from the museum and art history,
virtually of necessity as it pointed to a world outside itself. Crimp persuasively argues that when
photography was allowed entrance into the museum as an art form, the museum's
epistemological coherence collapsed. The world outside was allowed in and art's autonomy was
revealed a fictitious construction of the museum.

Thus, an aesthetic that is defined in the

context of a "fabricated art history" would also have to be viewed as part of a fictitious narrative.
A relevant art form could no longer exclusively reference one of art history's chapters, be it
classical realism, romanticism, impressionism, expressionism modernism, etc.

Moreover, a

broader explanation than the one provided by art history and its classifications would now be
necessary for a grounding in the dialogue of an aesthetic theory.
Crimp further claims that the inclusion of photography into the art world signaled the
advent of a postmodern theory and practice that reduces the idealism of a modernist construct to
irrelevance.

However, to credit the advent of photography and its descendants with a

P<>stmodern ideology that now calls for a pluralistic world view might be construed as somewhat
45
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simplistic.

Since World War II, geo-political events and technological advancements in

communication or travel may represent a greater impact on the challenges to modernity.
Nonetheless, Crimp is persuasive as he demonstrates that the museum and its advertising
extension, art history, are directly linked to corporate interests. Moreover, there is little doubt
that the age of mechanical reproduction has significantly influenced the shaping of contemporary
aesthetics in visual culture and certainly the museum configures as an extension of national and
international corporate interests.
Consequently, a post-modem aesthetic demands that the content or subject of images
reflect a relevance to socio-political contemporary issues. Since painting has long been co-opted
by corporate interests as a primary vehicle to express its modem philosophy, its usefulness
should be questioned. Put simply, it is associated with a system that dismisses the individual.
Perhaps a significant aesthetic to Crimp is one that incorporates contemporary issues and
methods while taking aim at the structures of capital, its storefront, the museum and/or, the artist
myth. In contrast, the next section champions the role of capital as the primary and significant
factor necessary to foster aesthetic production.
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B. In Support of Artistic Production

Susan M. Pearce is a professor of museum studies and director of the Department of
Museum Studies at the University of Leicester. She is president of the Museums Associations of
Great Britain, the editor of Museum Studies in Material Culture, and the author of
Archaeological Curatorship.46 • She identifies herself simply as a museum archaeologist and
anthropologist. In new book, Museums, Objects and Collections she examines the historical
context of museums, their collections, and the objects that form them. Pearce probes the
psychological and social reasons that people collect and identifies three modes of collecting:
souvenirs, fetishes, and systematic assemblages.

Pearce also explores the ideological

relationship between museums and their collections and the intellectual and social relationships
of the museum to the public.
Her book is concerned with the historical context from which museums and their
materials have come - as part of the European modem tradition; and how museums appear in the
critical postmodern gaze. Her book further provides the reader with a philosophical stance
which makes meaning of interpretation and exhibition of objects, and the postmodern dilemmas
which face museums.

It endeavors to get behind the traditional academic disciplines of

modernity whereby museums work. The volume examines the nature of the museum and its
material as a whole. The study explores the philosophies and cultural traditions which underlie
museums, their collections, and objects which make them up, and to see how meaning is created
from the objects.

46; ; - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - Pearce, Susan M, "Problems of Power, Projects and Prospects", Museums, Objects and Collections,
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Chapter 11, entitled, "Problems of Power," explores the ideological nature of the musewn
and their collections in the power-brokering world of western capitalism, and in the nihilistic
response to the world made in "post-structural" or "post-modem thought." The first thesis of the
chapter is concerned with the nature of power which derives most obviously from Marx and his
successors. The second applications of the chapter draw on linguistic and semiotic studies.
Pearce defends the museum as an enterprise of late capitalism and addresses certain
post-structuralists. For Foucault, contends Pearce, power and social relationships are much the
same thing. However she points out that without the operation of power there can be no society,
because all relationships are dependent upon it. It is not linked, as Marx thought, with one
particular oppressing group. It cannot be clearly located in distinct and manageable sets of
personal relationships. Consequently "indivi~uals, emeshed in power-relationships are like flies
in webs which have no hope of extricating themselves by normal historical processes. They
would simply set up more of the same. "47

To Pearce, Marxism, like western hwnanism, is

simply a set of confidence tricks with a face value in the power-brokering game.48
However, Marx's famous dialectal materialism turned out to be in political practice, a
system of thought that has a strong positive and optimistic side. Not so the thinking of Marx's
successors known as post-structuralists, according to Pearce. These include the writings of Jean
Paul Baudrillard, Roland Barthes, Jacques Derrida and Michel Faucault. Their body of literature
suggests a denial of the possibility of meaning or reality. Simply, they are nihilistic. "Since the
act of writing about non-meaning runs the risk of creating it, post-structuralist writing has a
characteristically tinny tone, often deliberately making a labyrinth without clues and without
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center, lit up only by verbal squibs and linguistic parodies."49
She elaborates further by quoting Baudrillard: "today especially the real is no more than a
struck pile of dead matter, dead bodies, and dead language." Pearce argues that for Baudrillard
there can be no reality, no meaning and no history, "for what is history but a way of pretending
that meaning exists. "50 "It is clear that the denial of meaning and the value judgments that go
with it fit very well with the postmodern world of instant transglobal access that is evident in the
superficial culture swapping of television, tourism, and the heritage industry. "51
Museums are and should be seen as "part of the 'social code' or 'system of rules' of
enlightened modernity, grounded in the belief of overarching narratives. They reveal the reality
of scientific reason, the value of past historical experience, and the conviction that people are
able to use knowledge to create better social systems. "52 Pearce reiterates that the classic role of
the museum is to:
"hold the material evidence which: I) witnesses to the truth of the reasoned
assertions which have been made, 2) offers opportunities for further research and
work of the same kind, and 3) enables the narrative in its further development.
Most importantly, the museum acts as a place where the code, in its physical form
of the scientific and artistic material objects of the past can be laid out before the
viewer in a tangible way. Hence, museums are specifically charged by society
with the job of keeping things for the benefit of future generations" 53
49
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Museums are institutions of collections and objects of specific social relevance. This
represents the essential and characteristic elements in that "peculiarly western cultural
expression - loosely called modernism. "54 Modem society demanded the material proof of its
knowledge and values. The capitalist system needed 'real' yardsticks against which to measure
its world of goods. But museums are not privileged places. They, and the people who work in
them are part of a social practice in a social world. According to Pearce, their creations should
be understood as product - not discovery.55
Unfortunately, this view, widely held by advocates of the modem paradigm negates
certain aspects of inquiry for the unsuspecting museum goer or art connoisseur. Romanticism
upholds that part of the fascination of a review of a collections includes questions that pertain
not only to the end product but to the process of production as well. Moreover, this investigation
into process can become a point of inspiration, one that leads to further exploration and
discovery. Hence the value of artistic production is said to be ennobling particularly by such
romantic idealists as Kant and Hegel. 56
Pearce rejects these notions as a function of art and museums since this view gives rise to
moral dilemmas which are principally evident in the selection of paintings for display purposes.

In this process some will be chosen, others will not. The process of selection establishes a
league of championship where the museum has set up winners and losers. Old Masters are
considered "high fine art" while basket weavers are considered common and can be found along
54

Pearce, p. 256
Pearce, p. 258
56
Immanuel Kant (1724-1804) and Georg W. F. Hegel (1770- 1831) were two Gennan philosophers who
advocated the romantic aesthetic based on the absolute or eternal ideal. Hegel expanded on his predecessor's Critique
Qf_Pure Reason incorporating the notion of an evolutionary progressive history. (Ross, Steven David, "Immanuel
Kant - Critique of Judgment," pp. p. 3-142, "G.W.F. Hegel, Philosophy of Fine Art (Introduction)," pp. 143-160,
An...and Its Significance, State ofNew York Press, Albany, 1994)
55

38

any country road. Consequently, Pearce argues that the museum is simply a reflection of the
realities of capital and its esteemed artifacts. Competition has eliminated the less valued
products or those objects that do not conform to the ideals of modernity.
However, Pearce points out that the debate between the romantic and modem readings of
the museum's collections is further complicated by post-structuralists who herald charges of
elitism. Pearce reports that the social groups within the circle of western civilization are then
derided by post-structuralists for their alleged dismissive practices and are accused of viewing
the remainder of the world as "other". The social production of art, and of the art history which
endorses it is considered an underpinning of the status quo by the post-structuralists.

The

"crime," contends Pearce, is aggravated by attempting to identify good taste with good moral
temper. This is done by mystifying the source of knowledge.

The mistake comes when

museums offer art as divine or natural, as something that is discovered, rather than produced. It
follows then that if good is natural, then unnatural is punishable. It is this moralizing quality that
Pearce finds objectionable. Hence the need to abandon the romantic aesthetic. To remedy the
objection Pearce offers an alternate explanation in the development of "fine art" without the
ingredient of genius.
What is happening here is not just that art between 1500 and 1900 served the
interest of the ruling classes dependent largely on the power of capital: rather, oil
painting did to appearances what capital did to social relationships, by reducing
everything to the realm of oojects in which everything was exchangeable because
everything was commodity. Oil painting had the special ability to render
tangibility, the luster, and solidity of fur, or silk, or marble which made it the
ideal medium for a period which celebrated the new dynamic power of money
and what it could buy.57
Contemporary criticism suggests that although museums may wish to deny their
implications in capitalist, economic practices, they are in fact wholly integrated into them. But
57
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this supposed denial is based on the claim that museum collections are taken out of the sphere of
commodities, that they are no longer available in the market-place, and reserved in a place apart.
"They represent the deliberate detachment from commodity-hood and an elevation into
sacred-objects status, above and beyond the normal workings of the commodity market. "58
Rather than contest these allegations, Pearce reports that the museums are, and always have been
an extension of the capitalist market. Again, they are the repositories of the "finest creations" of
the west. They maintain with their invaluable images the standard by which all other production
is compared within and without western society.

Rather than attempt to skirt issues of

corporate-capitalism, Pearce readily embraces these charges and declares the museum - proof
that 'modem' is western. She provides the following examples.
On April 20, 1990, Richard Luce, Minister for the Arts announced that the British
government had accepted six paintings in lieu of inheritance tax from the estate of Mrs. Eva
Borthwick-Norton appraised at 6.5 million pounds. The collection included paintings from
Rubens, Gainsborough, Lucas de Heere and William Beechey.

Here the "quality and

genuineness of the individual authentications are guaranteed by the art world and their cash
value is reckoned as good as money for legal purposes. "59
She further concurs with capitalist allegations by reporting a recent entrepreneurial gain
fostered by the Van Gogh paintings' persona. In the 1987 the sale of the Van Gogh Sunflowers
for 24.7 million pounds enabled the artist's homeland to secure a vibrant and buoyant tourist
trade during the 1990 Dutch centenary of the artist's death. Additionally, in 1988 Warhol's
collection was sold at Sotheby's in New York. Leading collectors battled for the material and
58
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145 cookie jars fetched $113,000. Here it was evident that commodities were being turned into
art by the workings of the market. What was offered was not art but life-style that embraced

prestige, spectacle and glamour. Thus frauds and fakes further support the marketability and
esteemed value of 'authentic works'. "By adding fame to the originals they mimic, they become
the left hand of the same system. "60
To justify the role of the museum as the store-front window for capitalism, Pearce
chronicles its history. She contends that it is no accident that modem museums began at more or
less the same moment that modem capitalism began to get under way. Both, she reports,
coincide with the beginning of the long eclipse of the church as an institution. For ages the
church had been the warehouses of venerated objects. Museums were intended to hold the
tangible evidence of the artistic achievements of the past and the visible proof of the mastery of
capitalism_ To this end, magnificent edifices were constructed with the idea of producing the
same degree of iconography that cathedrals generated. The difference, of course, was that the
exhibitions of the museums were also intended to invite criticism in the same way that
capitalism esteemed competition.
Despite its problems, Pearce contends that the museum reflects the realities as well as the
ideals of a capitalist society. Moreover, she readily embraces the modem view of progress that
ultimately works to offset or balance the difficulties of museum practice. In this way exhibitions
that are not necessarily appropriate or best reflect that ideal are abandoned. She explains that the
inconsistent, the incomplete, the awkward, and the idiosyncratic are often left on their shelves,
While attention concentrates upon those projects that present plausible, psychological
explanations, social coherence, and/or a sensible story. "So the dance goes on, and in the
60
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practical day-to-day decisions about which of equally vulnerable objects will be in the store with
the dehumidifier and which will not, the inherited values, judgments and hierarchies of the
capitalist world are maintained."61

Moreover, Pearce makes no apology for the role of the

museum in capitalism and quotes Marx. "In the operation of ideology and power, museums can
be seen as part and parcel of a particular system, that of historic and late capitalism, and is to be
fully implicated in the construction of the cultural norms and value systems which support the
capitalist regime. "62
The bias of the post-structuralists is apparent. "They are wholly devoted to the tradition
of historiography and toward the written and spoken, but in either case linguistic narrative and
have thereby relegated objects to a secondary place."63 The postmodern theorists, argues Pearce,
have advanced ideas with metaphors while advocating a nihilistic vision.

"Philosophy,

knowledge and scholarship all work by metaphors, like fiction does, and metaphors are
essentially 'groundless', floating free in a world of interpretation unanchored in objective
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Pearce also critically examines recent notable exhibitions that she characterizes as either fundamentally
flawed or poorly received. The Evolution Exhibition at the Royal Scottish Museum which opened in 1975 was a
classic theme carried through with a high level of resource. Described in post-modem terms, its endorsements were
simplistic - suggesting that by better understanding the natural world, we would be better able to exploit it in the
interest of maintaining capitalism. However, Pearce's criticisms are less philosophical or detached. She suggests that:
"it is always possible that other theories could be devised to cover the facts: and theories are social constructs
designed to fit not just 'known facts', but also specific human circumstances of time and place. Exhibitions of this
kind, therefore are tainted, not by what they say and how they say it as such, but because they keep some cards up
their sleeves and fail to lay down the ground rules within which they operate." She prescribes curatorial honesty as
the best antidote, without which, "flat-earth theories" will emerge. (Pearce, p . 242)
A second example of muselogical misfortune was evidenced in the Egon Schiele and His Contemporaries
e~bit at the Royal Academy in 1990. Though his pictures hover between erotic art and pornography, they were met
WI.th an avalanche of criticism and abruptly discontinued. The criticism was summed up as "having essentially no
cultural significance as they were hardly edifying or improving." Pearce redirects the public to understand the nature
of capitalism and its function in the museum. Art here has the "power to shock and we have no choice but to accept
the message and to conclude that these represent truth on one side" . She suggests that the exhibition should have
been presented in this context so that the work could hold a broader appreciation. (Pearce, p . 245)
m
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reality. "64
In 1968 Roland Barthes writes an "anti-theology" on literature, since to fix meaning is, in

the end, to refuse God - His reason, science and law. The original post-structuralists saw this as
a liberating project which freed people from the dead hand of history. Pearce adapts the same
metaphor to museum practice and declares that Barthes undermines scholarship as well as the
whole humanistic project. "It dismisses belief in the active participation of the individual in
history and change as a fallacy, because the individual is deprived of a romantic capacity for any
sort of self-integration through meaningful experience."65 Adhering to Barthes instruction, says
Pearce, the individual becomes "merely a site of passing thoughts and feelings, which like everything else, are
groundless metaphors unrelatable to any kind of social reality. The freedom of
nothing is no freedom at all, and life with its culture drained of meaning, is like a
beautifully wrapped Christmas present, which once the gold and red tissue have
been stripped away, is found to contain only a dirty bit of paper covered with idiot
scribble.66
However, many of Pearce's arguments lack validation as she describes the advancements
of modernism and capitalism in phrases like, "in a practical world," ... "the reality of things," or
"a sensible story." In fact, it is precisely this language that post-structuralists object to most for it
epitomizes the characteristic terminology employed by the callous hand of the corporate
interests. Similarly, this rhetoric upholds and maintains class distinctions (according to those
who quote Marx).

Nonetheless, Pearce successfully demonstrates that the post-modem

paradigm is essentially nihilistic, offering nothing to replace the "necessary evils" of an
exclusively western style competition. Ironically however, she dismisses the romantic ideal
based on the "moralizing" arguments of her nihilistic opponents yet accepts the romantic notions
64
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of progress and personal meamng, apparently because they coincides with modernism.
Moreover, Pearce, like the other authors previously described (Macdonald, Clifford and Crimp)
reference an aesthetic that has descended from historic philosophies without examining their
epistemology. Perhaps both the modem and the postmodern ideologies that address artistic
endeavor should be examined not in the context of the modem museum or even its offspring, art
history, but in the light of these historic ideals.

IV
SUMMARY

45

A. Aesthetic Philosophies

A scholarly appraisal of a body of work typically correlates and references other similar
endeavors and builds on the observations of predecessors. This activity, known as research,
suggests a participation in an ongoing dialogue that continues even beyond the scope of the life
of the involved contributor. Scholastic research, in fact, can involve the study of a particular
process, movement or idea that witnesses a multitude of past scholars addressing the same or
similar issues.
Artistic production, like other endeavors, can also be scholarly, particularly when
enlisting the significant and relevant contributions of predecessors. Unfortunately, the vast
majority of current production exclusively references the influences of artists that have been
popularized. Art students, particularity painters, defend their style, content and materials by
referencing the works of artists found in art history books or magazines. Crimp effectively
defies this logic and reveals art history to be a fabrication of the museum construct which in turn,
he contends, is the store front for capitalism. Pearce confirms this notion and asserts that
museums with their reified acquisitions have immortalized their masterpieces, thus removing
them altogether from the common market of supply and demand, of goods and commodities.
Consequently, art history with its logics and assumed coherence that describes movements,
advancements and retreats is defined in the context and boundaries of the museum's
epistemology.

Put another way, art history, as a direct offspring of the museum, is an

insufficient grounding for the scholastic appreciation of art production. For this reason I have
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not sought to contextualize my art production under this construct or attach it to any of art
history's devises.
This is not to suggest that artwork that relates exclusively to the influences of former
endeavors cannot have merit but its achievements would have to be viewed primarily as personal
and subjective.

Moreover, this method of solely extracting significance or influence of art

production to art history confines itself to a language understood primarily by those who also
comprehend the same terminology. This understanding is thereby primarily self-referential and
excludes academic discourse or scholastic investigation beyond its own "fabricated discipline".
Hence a broader discursive syntax is required if artistic production is to be understood in the
context of academic research. Furthermore, a broad scholarly appraisal of artistic production,
meaning, purpose and relevance is required to evaluate either the transience of its worth in a
world of commodities or its trans-temporal significance.
Plato configures early in the debate, defining the significance of artistic production in a
not altogether favorable light. He clearly defines in the Republic his appreciation for art as
subservient to logical faculties of reason. 67 He reasons that the arts emanate from the body and
not the soul (or mind) and consequently are debased by the overwhelming influence of emotions.
He further theorizes that pure creativity exists in the realm of the conceptual and is consumed
with the ideal or simply put, with ideas that feed the soul. A practical or more useful artist
therefore is one who is given to the performance of a task such as the craftsman who makes a
bed or a charioteer, who masters a team of horses from a carriage. Finally, he describes an artist,
such as a painter, who can neither create the idea of a bed or master the craft of charioteering but

67- : ; - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - Ross, Steven David, Plato, Republic II, ID, X, Art and Its Significance. State of New York Press, Albany,
1994 (pp. 9-44)
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can only imitate what he has seen. In fact, Plato concedes that while the painter or a poet is
often divinely inspired, his work is frequently confusing to the viewer and consequently in need
of an interpreter. This ambiguity of meaning is what Plato sees as dangerous to the welfare of
the state. Since it originates from an emotional base it tends to produce a consuming population
that is easily given to feelings as opposed to reason for the basis of reality.
His above remarks suggest that imitation or "art" is a clever ruse that has the power to
fully corrupt the youth and effectively stifle their education. To Plato it is obvious that the
untrained mind should be guided to loftier, more noble ideals where the safety of the state is
paramount. He reasons that an emotionally weakened, effeminate generation could not defend
the integrity of the republic against those who have already conquered their feeble fleshly desires
and urges.
Instead, Plato argues for a state guided by philosopher kings. These rulers, of course, are
not elected officials but individuals who have been carefully selected by a ruling class to be their
successors. They are also gifted with the ability to rule. Democracies are viewed as inherently
weak because they are influenced by popular opinion. Art and artisans are quite naturally
divisive because they sway public opinion. Consequently, a society that is governed by popular
demand reflects the whims of those who are themselves highly suspect and debased given the
nature of their emotive communicability. Philosopher-kings, however, guided by the ideal, are
viewed as guardians of truth and therefore the logical navigators of the state.

It is commonly assumed that Christian thought is a derivative of Platonic logic68 thereby
dismissing all artistic production until the enlightenment.

However, many historians have

68; - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - "Augustine, informed by Platonic metaphysics, also insisted on the integrity and mutual affect of body and
soul." (Miles, Margaret, Carnal Knowing: Female Nakedness and Religious Meaning in the Christian West, Random
Bouse Inc., Vmtage Books Edition, New York, 1991 , p. 30)
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suggested that the Greek culture evolved from the Egyptian via Phoenician migrations.69 This
being the case we might be more inclined to recognize the Judeo-Christian ideals evolving from
a separate culture, that is, the Hebrew tradition. Consequently, our survey might be remiss of
several centuries of artistic endeavor. For example, if medieval and renaissance art were the
culmination of the Hebrew heritage we might feel compelled to explore in depth the aesthetic
reflections of artists such as DaVinci, Michelangelo, Raphael or Carravaggio. The architecture
of the cathedrals and castles would require discussion and in literature we might want to explore
the works of Augustine, Luther or even Dante. However, others might argue that this inquiry is
inconsequential, given contemporary postmodern theory. Here, a discussion of lineages would
be viewed as repressive and representative of another metanarrative, fully loaded with political
and cultural agendas.
Nevertheless, if Platonic thought regarding the philosopher-king is a direct descendant of
an Egyptian lineage, perhaps an exploration of the difference between the _Greek and the Hebrew
ideals can be tolerated Plato's equation for the welfare of the state is hierarchical. It presumes
that an elite aristocracy endowed with wisdom should reign and defend the city-state from
dissidents, insurgents and invaders while at the same time bearing the standard for the ideal, a
role model, so to speak. The primary concern here, of course, is that this elite could abuse their
power. Unchecked, this elite could easily assume all the characteristics of tyranny. Just as the
pharaohs ordered the entombment of both art and artisan with their own deaths, so too does Plato
advocate for the complete subordination of the "dangerous artist" and their elements to this elite.
69
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On the other hand, the Hebrew tradition has ,fostered the notion of a theocracy that

suggested a ruling class of prophets, and judges. The nation's constituents were not merely
citizens but called "kings and priests." Monarchies were only forced on the Hebrew political
arena by the influence of neighboring nations that were considered reconstructions of the
Egyptian-hierarchy model.

Nonetheless, aesthetic achievements of a Hebrew theocracy are

obvious in their visual displays (i.e. Ten Commandments of Stone, the Ark of the Covenant, etc.)
and more precisely defined in prose and poetry (Old Testament). These achievements are
viewed as not only inspired by the divine, but the actual expressions of the absolute. Perhaps the
modem notion of "artist-genius" is a direct descendant of the creative impulse fostered by the
Hebrew tradition. In any event we see that this represents an extreme shift away from the
subordinated artist of Egypt and Greece.70
But this differentiation does not fully distinguish the Platonic ideal from the Hebrew.
The suggestion of self-sacrifice and forgiveness are conspicuously deleted from the Greek
epistemology and yet provide the cornerstone of belief that characterizes the culture with the
messianic promise. Without these ingredients all philosopher-kings and their descendents would
be incriminated by their propensity for tyranny. At best they would be benevolent dictators.
However, the culture that embodied the ideal of self-sacrifice and forgiveness might foster an
altogether different aesthetic. Perhaps the European politics and culture of the middle ages and
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Renaissance represent a synthesis of the Greek philosopher-king and the Hebrew notion of the
eternal resulting in monarchies based on divine right of succession.

In this context, Plato is somewhat demystified. He configures somewhere in the origin of
western thought but is not necessarily the "real voice" in the Pauline epistles. His philosophy has
not been reinvented as Christianity, but represents the corrupting influence resulting in a social
order characterized by absolute monarchies. Thus, the politics of European Christianity were
not the direct outcome of the Hebrew philosophy or its aesthetic, but the consequence of
Greco-Roman influences on Hebrew-Christian theology. As a result, many now consider tyranny
and elitism the hallmark characteristics of Christian history that started when the apostolic age
concluded. This would cause us to wonder if all metanarratives are ultimately repressive, as
Lyotard71 suggests, or are some more malignant than others?
The notion that the Hebrew and Greek cultures fused to form the basis of medieval and
Renaissance art was commonly advanced by George F. Hegel in the early nineteenth century. In
Philosophy of Art, Hegel presupposes that history is evolutionary and progressive and is
demonstrated by each successive movement of art that supercedes and encompasses the previous
one.72 The ultimate goal of this progression is the absolute spirit or idea, recognized through a
historic progress that allows for the synthesis of opposing or contradictory views. Hegel suggests
that despite the perfect harmony of form and idea in the classical, the progressive evolution of
history ultimately synthesized a higher form of art, the romantic. His theory further advances
that with each thesis of statement or belief, there arises an antithesis. Thesis and antithesis will

71

Ross, Steven David, "Jean-Francois Lyotard, What is Postmodemism," Art and Its Significance, State of
~ew York Press, Albany, 1994 (pp. 559-565)
Ross, Steven David, "G.W.F . Hegel, Philosophy ofFine Art (Introduction)," Art and Its Significance. State
of New York Press, Albany, 1994 (pp. 143-160)

51

intersect resulting in a synthesis that becomes a new thesis and allows for a repetition of the
same process.
His thesis on the development of the western aesthetic first describes how classical art
harmonizes spirit-ideal and the human form. This was particularly evident in Greek sculpture.
However, the concept of the spirit in this form was limited in that the essence of spirit did not
include the eternal. Consequently, the Christian or Hebrew notion of the eternal or absolute (the
antithesis) synthesized with the classical to form the romantic ideal.
A progressive evolutionary view of history further presupposes that a defect in the thesis
is necessary to provide the catalyst or antithesis resulting in the more encompassing synthesis.
Thus each successive generation of art should be broader than the previous one. For Hegel, this
concept seemed critical because it supported the romantic in the form of German Christian
ideals, viewing them as transcendent and superior to contemporary cultures that seemed to rely
on the empirical order. The concept of spirit was expanded from the sculptural human form in
the classics to the romantic forms of painting, music and poetry. Moreover, the transcendent or
romantic vision ascribes to an inner subjective spiritual awareness whereby the principle of
freedom is demonstrated in the giving of law to oneself.
A defense of this freedom is based on an evolutionary ascent of history. This freedom or
self consciousness (as Hegel called it) equates to self determination of the spirit which sits at the
pinnacle of history's evolution and is therefore truly considered higher. In this way, romantic art
embodied in German Christian ideals were considered the most advanced as opposed to the
rational order or the Enlightenment which seemed to work out its dynamics in the French and
English socio-political arenas.
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Romantic art is defended as purely subjective yet fully aesthetic because it grasps the
notion of the eternal and absolute. To Hegel, art could only be considered "true art" when not
consuming political and/or social space since the aesthetic represents the spirit. This contrasts
significantly from post-modem theorists such as Benjamin or Foucault who argue that all art has
political and/or social agendas which are often clocked in the dominant cultural paradigm. They
further object to the seductive metaphors which Hegel emulates since these have a deceptive
way of underscoring the privileged and powerful.

Nevertheless, Hegel's suppositions of

subjectivity and its ultimate basis in the aesthetic are not contested. Perhaps Hegel would view
post-modem theory as the necessary antithesis to produce a broader synthesized text.
Post-modem theory or deconstructionism guides us to finds the assumption of an
absolute and historic progression questionable (in some circles, laughable).

Issues of a

spirituality, though heavily debated, seemed fused with the importance of self determination
under the rubric of aesthetic subjectivity. Yet the rational order of a scientific method continues
to question the need for this level of subjectivity, eroding further an altogether archaic
romanticism. While clinging tenaciously to what has become a romantic notion - "art for art's
sake" we have conveniently eliminated the demand for genius in the aesthetic equation. At the
same time we reject as true cynics the notion of an absolute truth and hold in disdain those that
claim to have "arrived". Perhaps we are not ascending after all but are merely complacent in the
quagmire of mediocrity and contempt.
However,

another widely published post-structuralist,

Charles Jencks,

defines

postmoderism not in terms of time, history or progress but in space, location and its
development, what we call - architecture. 73 He dismisses the notion of a simple pluralism or the
73
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inclusion of a multitude of representative forms as the authoritative voice of a relevant global
culture. These are insufficient in their commentary on today's society and are best categorized as
a function of late modernism. Instead, he calls for the inclusion of a double coding that is best
understood with irony, though critics like Pearce refer to this as cynicism.

He cites the

Staatsgalerie in Stuttgart as perhaps the best example of what he means. In this structure,
pointing specifically to the reconstruction of the garage, Jencks suggests that the older structure
has been left in ruins revealing the steel frame of the new monolith built above. The ruins serve
as exhaust holes for the garage mandated by city code while the structure that arises speaks of
the modem era and the loss of innocence. Whereas late modernism is self-referrential and
reflects a language that is primarily understood by others in that discipline (the tribe),
postmodernism crosses disciplines and speaks to a public inclusive of minorities. The new
postmodern is thereby defined not as the modem with its simplicity or fidelity to
language/medium but is multidisciplinary, advancing a discursive dialectic and often employs
humor to emphasize cultural inclusions. Finally, Jencks advocates for this shift in practice in
recognition of the age of information, now replacing technology. He contends centralized
authority is no longer a reality. The dawn of the computer has made possible a decentralized
pluralism such that today's society is truly a global village.
Jean-Francois Lyotard further defines the postmodern era as an age where the
76

metanarrative has ended.74 He invokes Kant's sublime

and declares that the artist can now
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represent the unpresentable. An installation or images that reflect the horror of the holocaust
juxtaposed in the atomic age can effectively speak to the despair of humanity. In this way, he
argues, the artists have regained their critical negative impact in a more powerful way and are
perhaps the philosophers of our time. Here, in the artist's ability to claim new ground, we see
Lyotard's belief that postmodemism is progressive. In the light of this optimism he defines art as
valid only if it has cultural relevance or social significance.

Unity is only understood in

differences. He advocates for a revolutionary posture to support the postmodern aesthetic since
all metanarratives result in repression.

This activist position deconstructs and decodes all

historic art production in the new politics of culture.
Richard Rorty77 , on the other hand, retreats only slightly from the aforementioned and
calls for a more practical understanding of the postmodern paradigm. He dismisses Kant as an
authority on the aesthetics since Kant's discussion of the sublime was invoked to support his
teleological argument. Apparently art is irreverent in the new religion of cultural aesthetics if it
references a spiritual dimension as did Kant. Instead, he references the American pragmatist,
John Dewey, and advocates for the recognition of smaller truths. Moreover, he agrees with
Lyotard on the issue of metanarratives, reasoning the need to remain adaptable to new
understandings. Hence all learning is horizontal, that is, neither progressive or evolutionary.
Thus, the drama of western civilization and its associated philosophies can be dismissed. In this
way it might be said that Rorty calls for the anesthetizing of philosophy. At best, he reports, it is

a novel that constructs a scheme for intellectuals. Moreover, he concurs with Levi-Strauss and
reports that the assertion of language cannot be considered a grounding. Nonetheless art, he
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Habennas and

contends, needs foundations but its ·operatives should approach today's society as a cynic full of
uony. Consequently, like Macdonald, Rorty advocates for the validation of a personal view.
Additionally, Jean Paul Baudrillard, a contemporary French philosopher and art critic,
echoes this sentiment and further negates the progress of history and the advancement of the
romantic ideal suggested by Hegel.

In the Precession of the Simulacra 18 he defines

hyper-realities which are no longer imitation, reduplication or even parody, but rather the
emergence of signs of the real that are understood as substitutes for the real itself.

For

Baudrillard, "simulacra" are reproductions of objects or events, while the 'precession of the
simulacra' form various stages or order of appearances in the relationship between simulacra and
the real. The overall result is merely the appearance of a progressive history. Baudrillard uses
such metaphors like "molecular randomness" or "a weightless nebulae" to characterize the
random nature of the systems activities that almost unconsciously invokes the deterrence
principle where its efforts are effectively camouflaged Now fully conditioned in the simulation
of the hyperreal, the system maintains and secures itself through implosion, another unconscious
process that eliminates the probability of a crisis, contradiction or even chance, thus thoroughly
annihilating the possibility of every deployment of the real.

Critically explosive notions of

revolution are effectively eliminated in the simulation of politics and culture.
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Baudrillard further contends that the Communist Party itself is a simulation and its continued imagery acts as
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The world of media and art is also conditioned by the aesthetics of the hyperreal that is
neither characterized by secrecy nor perversion, but rather, a thrill of the real.
Panoramic TV or movie screen allows for the joy of excesses while microscopic
simulation acts like porno, where fascination is more metaphysical than sexual.
In both macro and micro voyeurism the net result of alienation and isolation are
codified in a thrilling experience for the viewer thus further enhancing the
deterrence principle. Painters like Rauschenberg and Warhol who produce
almost identical series of works present 'something like a truth of modem art: it is
no longer the literality of the world, but the literality of the gestural elaboration of
creation - spots, lines, dribbles.79
Thus Baudrillard interprets painting as emblematic of a sign culture to a system of signs.
Though it has often played a privileged role it has lost its critical negative function having been
swept into the realm of markets and market value and consequently, commodified.

If Baudrillard's theories are correct, then we have arrived at a place where Hegelian
synthesis is no longer possible or even relevant. Deconstructive theory that dismisses aesthetic
ideals in the light of political and cultural texts would have to be seen as an effort of
pascification or deterrence. Difference becomes paramount, a sort of fractured unity, while
labor unity is viewed with cynicism. With this line of reasoning it would make perfect sense for
corporations to mandate diversity training, all media would have to appear as culturally sensitive
while postmodern theory would have to becomes the standard by which all other narratives or
metanarratives are judged in the academy. Implosive efforts would have to be understood in the
context of the hyperreal. Politically correct professors would claim that they were losing the war
on cultural enlightenment due to funding issues, discrimination in the work place would be
flagged by the media ( indicating that we still have a long way to go), and the Secretary of State
would be openly speaking about rogue nations that have to be dealt with. If the current state of
late capital is as sophisticated as Baudrillard contends then it would take nothing less than a
79
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divine intervention to restore a real sense of freedom both to the individual and to community or
to resume a progressive history.
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B. Conclusion

Despite their differences on the issue of the new cultural aesthetic, all of the
aforementioned post-structuralists agree that the metanarrative is irrelevant. On the contrary,
one could argue that it seems that the deconstruction of the metanarrative has now become an
academic obsession. However, this new national past time ought not be considered full of
innocence.

It fosters the idea that all readings are misreadings. Perhaps this constitutes a

violation of the first principle of postmodernism: nothing can be reduced to a simple truth (or
perhaps any truth). What are the political implications of a theory which suggests that language
(the signifier) should be separated from meaning (the signified)? Deconstructionism has gone
beyond a demand for the acknowledgement of otherness or a criticism of authorial bias to a
denial of the very meaning of language as Pearce suggests. Is it truly safe enough to separate
language from its referent? Are there real consequences to such a separation? If the spilling of
blood is separated from the act of spilling blood, will there be more of it? There is a vast
difference between the honest evaluation of received narrative and the western-smashing craze
that stalks academic halls. Somehow, it seems a theory of language became translated, perhaps
inadvertently, into a fear of language. A linguistic faux pas could cost an academic grade or
damage a career. Moreover, the motto, "If its western, its bad" seems to represent the mere
exchange of one metanarrative for another. To some, deconstructionism represents the "thought
police" by silencing intellectual discourse. It has substituted political etiquette for honest debate,

and art critics like Crimp for the artists. In this way, deconstructionism is accused of creating an
intellectual fascism or what has been called an "anesthetizing aestheticization" that carries with
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it the potential for serious political consequences. Students are taught to deconstruct works of
art or literature with which they are only vaguely familiar and receive academic rewards for
doing so. It seems the canon revisionists are hard at work, ready to subordinate all literary and
aesthetic values to a political standard. Are we back to Plato again? Perhaps we are living in an
age where the ideological litmus test is a gender or race quotient that applies all aesthetics to the
party line, eliminating warehouses of artistic production in favor of pure theory. This new age,
called the ''New World Order," signals to many a new era of enlightenment characterized by
diversity and pluralism. Simply, this is supposed to be translated into tolerance and acceptance
as Macdonald suggests. But we are compelled to inquire if these are these the new marching
orders for the 21st century or merely suggestions? Does everyone benefit from compliance? Do
some stand to benefit more than others?
Moreover, Crimp proscribes the specifics for the new cultural aesthetic. Method and
subject become paramount and are emphatically defined on sides in the war between capital and
culture. The so called "formal qualities of art," historically associated with the evolution of the
modem state, are dismissed as repressive emblems for a repressive regime. It is guilt by
association. He advocates instead, for a revolutionary posture where content and materials are
brought to bear against the power structure. Hence, all materials and subject matter that have
been sufficiently co-opted by capital are irrelevant in artistic production because they do not
serve the goal: "a critical and negative impact."
Macdonald advances the line of battle even further than Crimp by suggesting that all
notions of cultural inclusion, pluralism and even irony have now been sufficiently co-opted.
Thus the artist, if needing to still produce, is called upon to invent new materials and present the

unimaginable to secure relevance.

This reduction of the artist to a foot soldier in a war

conceived by intellectuals who seek to secure their own position in the politics of power is
ultimately anathema to the artist whose mind works by imagination.
I would argue that production is not, and never has been achieved by an overriding
conviction in content or an exclusive affinity to materials, be it oils or the photograph. Materials
and subject are to the artist, discoveries which warrant investigation. In fact, the artist does not
necessarily rely on the faculties of reason and logic or what seems rational. Instead, the primary
tools of the artist lie within the mind and are derived from the imagination. Specifically, these
tools include such things as creativity, invention, inspiration, perception and even intuition.
These imaginative methods become, not only the essential tools utilized by the artist, but in fact,
the primary subject. The "weapons" employed or the method, as well as the "scene of battle," or
subject are often incidentals and even irrelevant at times. If the artist or viewer only sees content
as propaganda and method as materials, then he or she has probably missed the point.
Nonetheless, romantic notions of a linear historic progression and an absolute ideal embodied in
the German Christian metanarrative are now viewed as irrelevant or exclusive in the light of
postmodern thought that heralds a global village. Baudrillard's random theory causes us to
question the certainty of absolutes while quantum physics confirms that time is not necessarily
linear, thereby dismissing progress.
Even Freud's ideology and its descendent, psychiatry, would have to be seen as another
repressive metanarrative espoused by modernism that dismisses otherness because it defines
normal and abnormal. Yet despite this awareness, it has become fashionable and even standard
in the academy to psyco-pathologize both the artist and art production. Interestingly, Crimp
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evades the "madness" notion derived from the historic "artist myth" and gravitates toward
exposing the fictitious claims associated with "artist genius."

In his attempt to demolish

painting, it seems obvious that the insanity factor could have played into his argument.
However, if Crimp stands to inherit the legacy of either an artist or a genius as he proscribes a
new cultural aesthetic, it is most certain that the madness component would not be desired.
Nonetheless, the modem era has witnessed the convergence of psychological principles and art
history in the creation of the Van Gogh phenomena.80 Popular culture now effectively equates
"madness" and "artist" such that they are virtually viewed as synonymous. Art Berman, in
Preface to Modernism explains:
"... so do the modernists eventually absorb the ideas of William James, Sigmund
Freud, the Gestaltists and even the behaviorists to validate the various techniques
like the fictional stream of consciousness and visual abstractions, or certain ideas
like those concerning the function of poetic image and metaphor, or the link
between dream, psychic pathology and art, or the relation of the personality of the
artist to the faculty of creativity."
Berman continues: "Nevertheless,
psychoanalysis proports to be an empirical theory.
From the view of
80

Even before his death Vincent Van Gogh was being trumpeted as the isolated, rejected prophet of modem
art, a "mad genius." In his work, so the theory went, could be seen swirling explosions, the mysterious unnerving
colors of a mind obsessed. Art historian, Pascal Bonafoux views Van Gogh's work as a means of coping with his
alleged psychiatric condition, a condition that seemed to have its roots in some unresolved problem. He writes of
Van Gogh's stay at the Saint Remy Asylum: "Vincent was given permission to paint outside under the watchful eye
of an attendant . ... After a passionate concentration on olive trees and sunflowers, Vmcent applied the same furious
energy to a series of cypresses, the most important of which was Stany Night. On his mother's seventieth birthday,
he suggested sending her a painting of cypresses and wrote to his sister 'You will soon receive, I think, the paintings I
promised you.' Here again is an opportunity to observe Vincent's mental state, his equilibrium. When he painted the
interior of the asylum, his palette was dominantly ochre, thus accentuating the drabness of the atmosphere, the
suffering, the moroseness and the boredom. What he saw in the world of life outside brightened his palette.
Meanwhile, there were harbingers of crisis: little by little the skies Vincent portrayed grew clouded, showing
increasingly tortuous convolutions of the imminent attack. After the crisis, when the inner storm had subsided, the
clouds grew calm again and an almost unbearable blue, without density, a reflection of Vincent's state of mind,
restored to lucidity." (Bonafoux, Pascal, Van Gogh, Translated by Alexander Campbell, Henry Holt and Co., New
York, 1990, pp. 5-10). Art historian, Jan Hulsker, provides yet another characterization of the artist's condition.
"Even more surprising are the two works that were announced in a letter from 17 or 18 June. 'At last, (writes Van
Gogh), I have a landscape with olive trees and also a new study of a starry sky.' First, it must have been his unspoken
wish to make studies with olive trees, and they were indeed to become one of his main subjects of this period; he did
at least fifteen pictures of olive orchards in the course of the coming year. It is certainly not far fetched to see in his
theme, as many authors have, an expression of his mental state during this period. The strange forms that
characterize these trees with their twisted branches must have unconsciously appealed to him by the similarity with his
tormented mind." (Hulsker, Jan, Vincent and Theo Van Gogh, Fuller Publication, Ann Arbor, 1985, pp. 360-361).
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philosophical idealism, psychoanalysis is a blatant reductionism. Yet modem
artists are not dissuaded from using psychoanalysis as a mediating theory ... Even
though Freud attributes art to neurosis, the modernists find psychoanalysis
appealing as a critical method."81
The net result of the application of psychology to art production could only result in a further
repression or distortion of the imaginative impulse of the artist.
However, the impact of the imaginative process, primarily associated with the romantic
or transcendent ideal is not so easily dismissed or negated. The concepts of the infinite and
eternal, or what Kant calls the sublime warrants reconciliation with a cultural aesthetic theory
and yet we are without proof or a standard of measure by which these universal perceptions can
be qualified or quantified. All academic inquiry acknowledges the existence of an endlessness
to time and space but maintains a preoccupation with insights that can be proven or understood
by conclusions drawn from axioms of reference. We say of these sublime perceptions that they
are "mind boggling" because they lie outside the perameters of conclusive evidence and yet we
fathom these eruditions by some faculty of the mind that transcends reason itself. Since it is
only by imagination that the sublime can be grasped, Kant who espouses the romantic ideal,
concludes that imagination is perhaps the highest faculty of the mind.
However, romantic notions are further dismissed by Pearce not because the imagination
is invoked, but because these notions traditionally reference nature and the natural, thus
indirectly indicting the unnatural. This construct consequently propels a moralizing factor into
the aesthetic equation that becomes offensive to individuality. This is reinforced in the works of
Kant and Hegel who derive teleological arguments from nature and prescribe a morality or "the
freedom of administering the law to oneself." Hence the traditional romantic aesthetic, in fact,
invokes a moral paradigm as Pearce contends.
81

Berman, Art, Preface to Modernism. University of Illinois Press, Urbana and Chicago, 1994, pp. 23, I 06
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Countering this moral dilemma, Clifford references the work of Levi-Strauss. Pointing to
the uncanny similarities between the paintings of Picasso and the Northwest Coast Indians,
Levi-Strauss suggests that certain cultural aspects are perhaps universal and transcend time and
location.

He concludes that cultural relevance is determined by the common bond of the

imaginative process alone. The unnatural only becomes an indictment within the confines of
cultural linguistics. That is, Pearce's indictment is based on semantics, for only western tradition
defines unnatural from the natural, its alleged opposite. If however, everything known to man is
natural, then the unnatural does not exist.

There is only less expedient.

Hence, it is the

"unnatural," when coupled with Plato's fear for the welfare of the state, that produces the cultural
idiosyncrasies of morality.
Nonetheless, contemporary argument suggests that if the artist is not willing to "prostitute
for capital" or become a "mercenary for a cultural revolution," then the artist may as well cease
from production altogether. The concern here, of course, is that the artist's imaginative tools are
too powerful, too dangerous to be left to their own devices, (as Plato pointed out.) If this were
the case, then imagination might be unleashed and dreams might be realized.
Consider instead, the artist or poet who ponders the infinite - a space so boundless and
immeasurable that the mere preponderance of the concept becomes a tickling fancy. What other
notion than complete freedom could spawn from this playful somersault of the mind? And when
the eternal is contemplated, what other than immortality could be conceived? Realizing the
disparity between objective reality and these lofty ideals, the artist engages in a dialogue
involving medium, that enables a transcendence to these ideals for self and others. Why, indeed,
would the capacity to imagine such things be there at all if it did not hearken to some truly other
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reality. Thus the product and process of artistic production become merely the tools that enable
both the artist and the viewer to find significance in transcendence.
In an effort to explore the depths of my own imaginative process I have removed myself

from the debate and submitted to my own creative impulse. In fact, it is in the process of artistic
production that it became abundantly clear to me that cultural and contemporary issues
ultimately were too restrictive and limited as my own journey demanded the freedom to imagine.
As I have mentioned at the onset of this work, this process became a portal into a dimension of
timelessness, the perfect breeding ground for imagination to take flight. With a heart full of
appreciation I therefore submit fragments of my transcendent journey in the next chapter.
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V
THE
WORK
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Transcendence:
Bridge of Light,
Oil on Canvas,
l 6in. X 20in.

Transcendence that works by imagination, is, a mental process. It is the contemplation of
a reality beyond the realm of the senses and experience. Sometimes compared to a dream-like
state or hypnosis, transcendence can also have an intense impact on the conscious mind where it
can be understood as a dissociative or hypnogogic state.

But this is not to say that all

transcendent experience is understood as a profoundly deep experience. As we have noted, it
can even be understood as a mental leap that comprehends concepts like metaphor and symbol
or calls to memory, an object, situation, or idea in the observation of a two dimensional surface,
an image. Thus transcendent knowing is not only associated with the powerful conscious raising
of thought in the unexplained and mysterious experiences of the mind, but it can also be
understood in the subtleties of everyday life.

Essentially, all humans beings can and do at

transcend at various times. Every time ideas or concepts are comprehended, transcendence has
occurred. It can result from direct or indirect influence. Ideas can be interjected from outside
the self, causing a flow of conscious thought, or it can result from the self referencing of
thoughts and ideas already acquired from previous understanding. In either case, it is marked in
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the mind and thereby becomes a transcendent experience. It can occur in consciousness as well
as unconsciousness, but again, it is a mental function that incorporates, assimilates and
integrates. Thus it belongs to the self or the individual. It is a personal experience.
Unlike modernism that dismisses others through classification or postmodemism that
defines others by distinction, transcendent practice eliminates boundaries within the self. It does
not build walls around the self but tears them down within.

Distinction and classification

dissolve in the unity of being through transcendent experience. Its application integrates internal
comprehension where the presumed ultimate desire of the individual is to become whole,
complete or fully engaged with all mental capacities.

Thus it is considered a spiritual

experience, not because it invokes religious notions, creeds or dogmas, but because it supports
intangible understandings, realities and realizations. It is spiritual in the sense that it involves
the invisible, the conceptual. It is "idea-oriented" or idealistic.
Because nature is an uncontested common denominator to all mankind, I am preoccupied
with its significance and meaning. This preoccupation with the "common" presupposes a desire
to communicate, to dialogue, exchange information, or simply, to commune with others. Hence,
the realm of nature is initially understood as a literal phenomena in a tangible world. It is both
ordinary and extraordinary at the same time. For me, painting most effectively communicates
this phenomena because it removes the difficulty of language constructions.

When

contemplating nature I could consider no greater mystery and natural phenomena than light
itself
An exploration of representing the effects of light initially involved painting its impact on
matter and the natural order. Dark tones were painted to accentuate and reveal light and its
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spectrum of colors (figures 1-7). Light here is understood as the primary and essential element
necessary for all living things on the planet. It is probably responsible for all inorganic matter
and is somehow directly or indirectly involved in the activity associated with all known
substances. I have resisted the temptation to describe these works in relation to their formal
qualities, not simply because it represents an alignment with the modem construct as
contemporary thought suggests, but because it essentially deconstructs the work. By formal
qualities I mean a description of each piece and its distinguishing characteristics. Moreover,
these qualities would require characterizations that describe such things as subject, color, line,
composition, texture, materials, time involved, etc. But this fascination with mechanics that
seeks to understand things logically, I believe, essentially distracts from the overall work as well
as distorts possible understandings. Ultimately, it is an attempt to put a price tag on something
that is primarily intangible. These logics are viewed as an attempt to unravel, pull apart and
classify. It is a form of dissection not unlike a laboratory experiment: "if we can just pin it
down." But this process, though scientific in approach, nullifies the concerns of the imaginative
faculties. Here, mystery is the enemy and is synonymous with ignorance. However, the mystery
of imagination beckons the mind to accept things about itself that are yet to be fully realized and
advances the notion to continue, to go on anyway. Like the ten year old boy who receives his
first watch on his birthday and rips it apart to see what makes it tick, so too does the mere
application of formal qualities to art work dismantle the imagination. It is a form of robbery that
leaves the mind, like the child, with nothing but broken fragments and pieces. It reduces the
mystery of invisible ideas to commodity and substance.
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Moreover, I have further resisted the temptation to classify my work after a school of
thought associated with a previous artist, poet or musician. The fabricated discipline of art
history often compels well intended viewers to make comparisons with notable romantic artists
like Delacroix, Turner or Cole when discussing transcendence. But again, this practice is
dismissive. It advocates for the need to classify and dissect.

It prescribes a scientific or

empirical approach to the imaginative process or the metaphysics of transcendence. Instead,
perhaps each time the mind finds something intriguing or mysterious in a picture, the cranium
should be resected to observe the exact location of the neuro-transmission. This accomplished,
an effort could then be made to alter the chemical-electrical impulses. And finally, when cause
and effect are fully comprehend, the exact same phenomena of intrigue could and should be
reproduced in the laboratory. Perhaps it could be marketed as a chemical and given away at
Christmas.
I have used this ridiculous illustration only to advocate for the appreciation of the visual
images without needless fabricated chatter. By rendering and suggesting light and shadow I have
sought to convey nature in its simplicity and complexity. It speaks a depth of its own and there
is probably not a language that can adequately describe its worth or significance. I have
attempted to represent the light of nature on two dimensional surfaces because it hearkens a call,
a meaning inside of me that I do not, nor perhaps can I, understand. It is both magnificent and
terrible. It is both fearsome and yet comforting. It is beautiful in its birth and at the same time
tragic in decay. In the confines of language it is, perhaps, these types of descriptions that
promote an appreciation of natural light.
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1. Song of the Morning Light
Oil on Canvas
4ft. X 8ft.
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2. First Light
Oil on Canvas
3ft. X 5 ft.

3. City Lights
Oil on Wood
4ft. X 5ft
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4. Ocean Lights
Oil on Wood
2ft. X 4ft.

5. Pools of Light
Oil on Canvas
4ft. X 8ft.
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6. Afternoon Light
Oil on Canvas
30in. X 40in.

7. Noon Day Sun
Oil on Canvas
30in. X 40in.
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Nonetheless, I found the mere portrayal of light against shadow insufficient in
understanding the basic purpose of light as some kind of element. Instead, its applications as
metaphor are equally abundant and perhaps, more profound. Symbolically, light enlists such
notions as enlightenment, revelation, realization and insight. Hence, these concepts speak of the
kindling of an inner personal light or an awareness that broadens one's horizons or vision. Facial
expressions and portraits seemed most appropriate to convey these ideas that transcend the literal
renderings of natural light (figures 8-11 ). These notions, like natural light, represent the highest
ideals conceived by mankind. Though enlightenment speaks of a process whereby the dark
clouds of ignorance are dispelled, its use has been expanded and co-opted by historians to
designate the period in history that initiated the modem era. Likewise, all of the aforementioned
metaphors have been saturated with meanings from various disciplines such that they now
contain political, social, religious or scientific implications. Nevertheless, I have adopted these
concepts and retrieved them from their academic applications. They have been applied to these
paintings to convey an understanding of light that goes beyond the natural phenomena of
luminosity. I have exclusively applied these ideas as metaphor as they are quite natural in the
I

context of human comprehension. Moreover, I attempted to capture certain expressions that are
not simple in comprehension.

For example, I avoided illustrating moods and feelings like

sadness or happiness. Instead, what I have ·attempted to portray in each of these individuals was
a deep inner quality that superceded the realm of the emotions. It is a quality that I perceive to
be noble. It is not cheap, nor is it merely attached to entertainment. It is beyond the senses of
pleasure or pain. It is a gift of the mind that is apprehended by the soul and becomes not only a
part but the very essence of the individual. It embodies the concept of soul or spirit.
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8. Revelation
Oil on Wood
18in. X 30in

9. Insight
Oil on Canvas
16in. X 24in.
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10. Illumination
Charcoal
l 6in. X 20in.

11. Realization

Charcoal
l 6in. X 20in.
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Conversely, prejudice, ignorance and the common struggles of humanity are conceived
when darkness becomes the metaphor. As dark tones accentuate light ones, so to do these dark
allegories verify the need and purpose of enlightenment. Not knowing best how to portray
darkness as metaphor, I have relied primarily on intuition and sought to paint ordinary subjects
and people (figures 12-18). The difference here, however, is that the people, places or objects
are depicted so that misperceptions and misunderstandings are subtly manifest.

This is

accomplished with titles that tease or seemingly contradict the subject of the work. Moreover,
titles to these works are deliberately intended to promote enlightenment by employing humor.
Here, the combination of title and image are meant to promote a dialogue within the spectator
that enables transcendence. The titles, along with the individuals depicted in compromise
situations, or landscapes within landscapes, are meant to suggest that not everything is as it
appears. It suggests that there are certain noble characteristics, aspects of natural beauty that
might well be overlooked or dismissed. There may indeed be a pearl in an oyster or a diamond
in the rough. Exercises of classification and definition are not always simply confined to
language theory but carry implications for judgmental and dismissive practices. The intention
here is not to place blame or cast judgment on the spectator but simply to promote the idea that
shadow and darkness may lurk where there is thought to be understanding or even
enlightenment. In this way, transcendent experience promotes a non-judgmental posture. It
advocates and ascribes to a vision above the struggle, the debate and the issues. It removes the
participant from the scene of battle and allows for the vision of a "bigger picture." A personal
metanarrative may even be conceived, only to be engulfed by an even broader narrative. Thus,
the dark recesses of the mind are ever revealed as fictitious or half truths. However, this does
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not negate the act of narrating. It is not condemned but considered essential in the process. For
it is in this activity, whereby one tells the story to oneself, that transcendence begins again and
again. Truth and lies become irrelevant in the light of the transcendent narrative. This act of
narration is the freedom that is essential for the imagination to be invoked.

Without the

imagination, there is no transcendence, no broader, all encompassing awareness, no unity of
being.

There is only fragmentary bits of distinction, classification, dismissal , and finally,

darkness. The journey of transcendence enables the traveler to understand that all truths are half
truths. There is always a broader understanding that can be comprehended. Like ripples in a
pond that have been activated by a pebble, each narrative becomes larger and larger until the
entire pond feels the effect of the stone. Initially the ripples are clearly distinguishable, and
reveal the origin of the disturbance.

Eventually, however, waves become so diffuse, so

absorbed, their point of origin even becomes irrelevant, and their effect becomes integrated.
Similarly, all truths, laws, codes of mankind, and religions behave in the same way.
They are like pebbles that are cast against the mind to create an effect, howbeit, sometimes
seemingly profound. Nonetheless, their significance is not that they lie embedded in our minds
like a stone at the bottom but that their effect becomes absorbed. In fact, the pebble of truth
ultimately becomes inconsequential whereas the ripples become the significant phenomena. The
experience that equates to the effect is what becomes integrated into the process of memory. In
this way, both modernists and postmodernists also behave like religions. To them, there is a
right and a wrong way to see and do things. People are judged (classified and defined) when
they do or say things the wrong way. The pejorative limits and boundaries of these prodigious
ideologies are clearly tested and proven in the competitive arenas they foster. They are not
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driven inward to seek a restful harbor or sanctity of peace, but are compelled to spin outward, a
fragmentary web of power dramas and domination scenarios.

In fact, they seek to punish all

who do not participate in their games. This stands in sharp contrast to the personal rewards of an
enlightened vision obtained through transcendence.

12. Afternoon Delight
Water Color
24in. X 36in.
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13. Street Light
Water Color
24in. X 36in

14. Star Light
Water Color
24in. X 36in.
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15. Red Light
Neon and Oil on Masonite
18in. X 36in

16. Moon Light
Oil on Canvas
16in. X 24in.
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17. Allusions
Oil on Canvas
3ft. X 4ft.

18. Delusions
Oil on Canvas
3ft. X 4ft.
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The tools that enable transcendence are endless but I have attempted to illustrate those
that have most often promoted my own journey (figures 19-24). Meditation, contemplation
speculation, reflection, intuition, invention, creativity, and imagination continually encourage a
reconsideration and dismissal of the fear and doubt tools so necessary for competition and
domination.

Again, with light as the subject, I have attempted to overtly represent these

concepts by depicting people in thoughtful or preponderant situations. The individual or groups
of people suggest a certain amount of focused concentration but their considerations are not fully
evident. The concerns of their attention are only alluded to and deliberately obscured. Only the
scenes or environment gives clues or "dangles a carrot" so that the painting's meaning becomes
speculative. This deliberate omission provokes the viewer to mentally interact with the work, or
put simply, use his or her own imagination to determine the meaning. In some cases, the scenes
may seem familiar, while others may appear unfamiliar or foreign, but the use of high-lights to
dramatize the narrative becomes the constant.

Additionally, I have, at times, deliberately

obscured, concealed or confused the source of light or involved artificial light to further
dramatize these somewhat mysterious subjects in their contemplative activity. These attempts
were made to mitigate obvious readings and promote a complex comprehension. Moreover, I
consider the use of artificial light, an arm or extension of natural light, thus it is not "unnatural
light" (as some may contend). Nevertheless, the overall aim is to encourage the imaginative
tools of the spectator to ascribe meaning, while I have simply titled and dedicated these works to
the imaginative tools necessary for my transcendence.
However, the tools that are often discussed in painting, unfortunately, often reference
materials used or subject matter. Again, this makes light of the real tools of the mind, the
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invisible instruments. But once fears of the tangible realities are approached and transcended by
both artist and spectator, it becomes much easier to explore the intangible tools. Interestingly, I
have not advocated for "overcoming" the fearful tangible realities, but transcending them.
Overcoming would involve an initial discussion of the materials used, particularly if the subject
or content presents an umbrage. Once the materials are adequately covered, the inquirer then
proceeds with confidence to understand the artist's reference for the subject, especially if unclear
or offensive. This, maneuver, of course, is a method employed to fully apprehend the work's
meaning, to conquer or overcome it. It short circuits the imagination for the viewer who now
sees a relationship with the artist in terms of producer and critic. Thus, this line of inquiry
ushers into the mind a futile system of power dynamics where there are only winners and losers.
This illogical scenario becomes even more apparent when the natural order becomes unclear or
offensive. "Psycho-logics" explains for the power monger that "flight or fight" mechanisms are
instinctually generated and the course is thus predetermined for two possible outcomes. The
road can only go in two opposing, different directions. However, transcendence mediates an
embrace of the conflict so that the offense or uncertainty becomes integrated and ultimately
harmonizes into the unity of being. Here, the script is not yet written but awaits the author's
creative, imaginative impulse. Instead of going in either direction, the transcendent traveler may
choose to go nowhere and may just "settle down" at the sign post.
transcendence that occurs in the mind.
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Thus is the journey of

19. Intuition
Oil on Wood
3ft. X 5ft.
(

20. Imagination
Acrylic on Paper
24in. X 36in.
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21. Speculation
Oil on Canvas
18in. X 24in.

22. Contemplation
Acrylic on Paper
18in. X 24in.
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23. Meditation
Oil on Canvas
5ft. X 8ft.

24. Creativity
(Self portrait at the Moulin Rouge)
Neon and Acrylic on Cardboard
18in. X 24in.
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The results of such a journey are multitudinous but I have sought to portray those effects
that again converge with my fascination with light. And indeed, it makes sense to do so. If like
begets like, then it should come as no surprise that the metaphoric tools of light would produce
results where the component of the light-metaphor is also evident.

As enlightened thinking

expands, enlightened thoughts emerge. For example, if the imagination is unleashed, and time
afforded to meditation, contemplation, and speculation, then meliorated perceptions and
impressions might be conceived. New found sources of inspiration might flow and provide the
energy necessary to continue. And if creativity and invention are given the space and latitude of
trial and error, then most certainly an overwhelming expression of gratitude and appreciation
would result in the light of achievement. Here, unity of being emerges as the self is allowed the
freedom to step outside the confining box of logic and reason alone.
Surprisingly, nature again becomes the overwhelming mediator that expresses these
results, for just as the light of nature displays its simplicities and complexities in a literal sense,
so too does an illuminated mind apprehend tranquility having made the journey. It seems we
have come full circle and once again nature becomes the instrument, the display, the model
(figures 25-30). Transcendence, like light, is not a theory or a method but an essential element
that broadens one's vision. lt does not necessarily stand opposed to the order of reason, but
encompasses reason and logic.

It is the melody to the lyric and the rhythm to the beat.

Transcendence provides rhyme to reason without which everything else becomes cold and dark.

It cannot be isolated as a philosophy or periodized as a movement. Like light, it is quintessential
to life for by this abstract ability we retain sanity and are able to view all humanity as beacons of
faith, hope and love.
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25. Energy
Water Color
24in. X 36in.

26. Appreciation
Oil on Canvas
3ft. X 4ft.
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28. Tranquility
Oil on Canvas
3ft. X 4ft.

27. Inspiration
Acrylic on Paper
24in. X 36in.
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29. Impressions
Oil on Canvas
l 8in. X 24in.

30. Unity of Being
Stained Glass
24in. X 24in
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ARTIST'S STATEMENT
All things are Light. Darkness
does not exist. Even shadow is
just a memory.
The entire
universe is filled with light. In an
attempt to fully appreciate the
expansion that dissipated the
darkness, we descended into this
vortex of time. What we are now
experiencing is the resistance of
the darkness on a micro-cosmic
level, mounting a futile counter
revolution.
We descended because there can
be no appreciation of the light
without a contrast. Ultimately
our memory of the struggle will
be re-collected and appreciation
achieved. Our destiny is light
because we are light.
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